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Chapter I 
Spanish Balkanists and Offensive Hospitality: An Introduction 
 
Through a case study of how Spain represents and imagines the former 
Yugoslavian nation-state upon and after its disintegration in 1990s, this dissertation 
examines cultural production about Yugoslavia by Spanish authors, journalists, and 
photographers.!By examining how Spain looks at and understands Yugoslavia, this work 
problematizes the many discussions on hospitality by showing how the roles of host and 
guest not only collapse, as Derrida suggests in his deconstruction of the French word hôte 
and its double meaning in the French language, but how the act of hospitality is always 
contingent upon interruption. Without interruption, there is no hospitality. Indeed, host 
and guest not only collapse and contain one another, but the condition for the very 
existence of these roles rests upon their being interrupted. The crux of my argument lies 
in the understanding that interruption is what opens up the conditions for hospitality.  
As Derrida argues, unconditional hospitality is impossible making all hospitality 
thus conditional. One always owes something to the Other even in the case of a gift 
which is unreturnable. While there may not be an unconditional hospitality, the 
conditions created by interruptions allow for an examination of not only old traumas and 
a potentiality for their healing, but also, cause a self-serving and pathological 
understanding of the roles of host and guest. These two notions extist in any host-guest 
relationship, and more specifically, in contexts of post-mass atrocity, can exist as g(host), 
where the roles not only collapse but their coexistence provides a space for self-
examination in light of one’s traumatic past.  
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So what constitutes an interruption? An obvious answer to this would be: events 
such as wars. But wars themselves open up a series of conditions for further interruptions. 
The wars in Yugoslavia at the end of the twentieth century opened up the possibility for 
multiple layers of interruption including the interruption of: 1) a “European identity,” 2) 
individual subjectivities and collective identities, 3) an insular approach to the study of 
certain phenomena that cannot be contained to the framework of the nation-state, 4) 
traditional understandings of the roles of author and witness, 5) democracy, 6) the 
market, etc. 
 A brief look at the etymology of of the verb “to interrupt” points to the 
connotation this word has in its past participle form ‘interruptus’, coming from the Latin 
verb interrumpere (“to break apart, break off, break through”) an interference with a legal 
right, a meaning used around the year 1400. This further breaks down from ‘inter’ 
(‘between’), ‘rumpere’ (‘to break’), and ‘compare’ (‘corrupt’), and acquires the meaning 
“to break into, break in upon, disturb the action of” particularly of speech in both English 
and Latin (Online Dictionary of Etymology). The idea of disturbing the act of speech can 
be seen explicitly in the way the relationship between host and guest plays out, and its 
ability to create the conditions for hospitality, and complicate it. The fact that there is an 
etymological connection to the notion of corruption also becomes prominent in the way 
hospitality functions. If we are talking about witnessing the atrocity of another, and end 
up hosting their memories, the ethical question inevitably arises: How corrupted are these 
memories?  
 This idea is what demands an examination such as this one, as it provides insight 
into the relationships between hosts and guests that are nonetheless corrupted – whether it 
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is by the idea of rescue, or more self-serving ideas in terms of understanding memory, or 
even the (un)intended pathologizing of the Other’s experience.  
 The idea for this research arose in part from personal experience of living through 
the war in the former Yugoslavia during the 1990s and its direct aftermath, and in part 
due to my academic interest in Spanish literature. As I began my graduate studies, I took 
a seminar in European Studies in which I decided to explore the parallel connections 
between Spain and Yugoslavia during the twentieth century including histories of civil 
wars, dictatorships, struggles of collective memory, and transitions to democracy. My 
research for this seminar led me to a syllabus for an undergraduate course taught at 
Oberlin College by Sebastiaan Faber and Veljko Vujacic titled “Nationalism, Culture, 
and Politics Under and After Dictatorship: Spain and Yugoslavia in the 20th Century.” 
The syllabus makes some important comparisons and provocative claims,  
 These differences between Spain and Yugoslavia make the comparison between 
 the two countries exceedingly interesting. Most obviously, Franco was a right-
 wing dictator, first identified with fascism (he came to power thanks to Hitler and 
 Mussolini) and later with anti-communist traditionalism, while Tito was a left-
 wing anti-Stalinist. A second  important difference concerns the contrast between 
 Spain’s unitary state and Yugoslavia’s socialist federalism. Thirdly, Spain’s 
 transition to democracy was relatively successful while Yugoslavia’s post-
 dictatorial trajectory was disastrous. Spain today is a prosperous nation-state with 
 a functioning democracy in a parliamentary monarchy; Yugoslavia, after years of 
 internal violence and external intervention, has ceased to exist as a unified state, 
 while its former republics are still struggling to enter the European Union. Why 
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 did two societies that shared many historical similarities end up following such 
 different paths? (Faber and Vujacic 1-2) 
While the idea for this course had a pedagogical value in its comparative approach, I find 
it more productive to examine some of the claims made by the syllabus such as Spain’s 
“relatively successful” transition to democracy that had turned into a “prosperous nation-
state.” These notions are precisely questioned in the examination of hospitality in cultural 
production about Yugoslavia by Spanish producers.  
For instance, journalist Alfonso Armada narrates his experience in Republika 
Srpska as he attempts to go to Celinac, a town twelve kilometers outside of Banja Luka in 
northeast Bosnia. With an armed Chetnik in his team vehicle, he describes his arrival at 
the first checkpoint controlled by the Serbs at which point they are not permitted to go 
into Celinac because of a military order that stating no outsider is allowed to enter due to 
supposedly dangerous military operations in the area, and the trip ends abruptly. Armada 
observes that there are no sounds of shots fired or any military movement occurring. In 
fact,  
En Celinac, por el contrario, según los representantes de la comunidad 
 musulmana de Banja Luka, se están poniendo en práctica las nuevas técnicas de 
 limpieza étnica de la República Serbia de Bosnia. “Están encerrados 600 mujeres, 
 niños y hombres en penosas condiciones en una escuela convertida en prisión,” 
 asegura uno de los miembros más destacados de la comunidad musulmana. […] 
 “El primer paso es poner a los musulmanes bajo arresto, mientras que a los 
 serbios se les permite entrar y salir libremente. Únicamemte los musulmanes que 
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 acceden a firmar un documento por el que entregan sus propiedades al Estado 
 reciben permiso para salir del territorio del municipio.” (24) 
This minor moment in one of Armada’s articles is a snapshot into my own experience 
from the outside. I was inside that school turned prison, but have only found out that my 
research subject had coincidentally researched me before I even became aware of this 
potential host-guest relationship. This passage allows us to see how the interruption of the 
journalist’s quest to reach the imprisioned people becomes archived in his text (both the 
newspaper and the book), and serves as a host of one of my own earliest and unwritten 
memories. I remember sleeping on a blanket on the cold tiled floor of the school where I 
would later attend first grade as the only ethinc Muslim child of that generation. The 
other families had already signed their homes over to the Serb forces and left as refugees. 
Attempting to describe my own reaction to seeing this piece in Sarajevo is a form of 
interruption I experienced twenty years later in a bookstore in Barcelona, which I explain 
as that which has created the conditions for hospitality.  
 My own experience had become of interest to those whose work I was 
researching. During my field work, which included several author interviews, I found 
myself being researched. The curiosity that my research subjects had about my life 
exposed another layer of interruption. A sense of mutual need and dependency regarding 
the intimate relationship of their research and mine further problematizes hospitality and 
in the impact of each interruption in time and space.  
This research approaches the interruption from a cultural perspective, not limiting 
itself to so-called objective and quantifiable understandings of what happened in the 
former Yugoslavia, as that is not the goal of this work. Rather, the goal here is to 
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understand the underlying mechanisms at play in Spain when Yugoslavia broke up at the 
other end of Europe.  
 In terms of becoming hosts of memory, certain Spanish writers have taken their 
role of the Spanish Balkanist very seriously. In the prologue to Alfonso Armada’s 2015 
collection of cuadernos from Bosnia, Sarajevo, novelist Clara Usón1 writes poignant 
words reflecting the title of her piece, “Contra el olvido.” In the conclusion of the 
prologue, Usón denounces European Union’s Nobel Peace Prize for becoming a 
continent of peace after World War II because they have seemingly forgotten Bosnia. She 
asks if those victims count, and if Bosnia is not Europe. Her call to remember Bosnia is 
for the sake of fighting against forgetting in Europe. Books like Sarajevo become a way 
to host the memories of others for the sake of one’s own memories, in this case because 
the idea of Europe is at stake. Usón’s argument here echoes that of Juan Goytisolo, 
Gervasio Sánchez, Sandra Balsells, Erika Bornay, and Boban Minic, whose work is 
further analyzed in this dissertation.  
 As previously stated, Usón’s prologue appears in Alfonso Armada’s Sarajevo. 
Even though this dissertation does not directly analyze his text, it is crucial to explain its 
importance for establishing the network of what I call Spanish Balkanists. In the second 
part of his text, Armada describes his return to postwar Bosnia, a trip he took with 
photographer Gervasio Sánchez. Sánchez appears as the major connector in this Balkanist 
network, as he has connected Goytisolo, Armada, and even Arturo Pérez-Reverte. He is 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Clara Usón is the author of the 2012 best-selling novel La hija del Este in which she 
fictionalizes the life story of Ana Mladic, daughter of war criminal Ratko Mladic. The 
story depicts Ana’s life upon discovering her father’s acts and the events leading up to 
her suicide.  
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praised by the other authors for his empathetic approach to hosting memories. Armada 
points out that Sánchez has returned regularly to Bosnia every year since the end of the 
war, something that Armada himself has been afraid to do. In fact, he writes that the first 
thing Sánchez does upon arriving in Sarajevo is take flowers to the grave of Nalena 
Skorupan, an infant girl who only lived 81 days (Armada 188).  
 
Hospitality 
What is the value of thinking about hospitality in terms of interruption? This 
question has pushed me to think beyond insularity in how we deal with the remnants of 
state and civil violence simply because the ideologies that are behind them circulate 
supra-nationally, and therefore, an insular approach proves to be limited. Hospitality 
therefore provides a point of entry into the issues of memory and its social and cultural 
implications. My approach emphasizes the collapsing of the categories of host and guest, 
which are in themselves dichotomous categories, ‘us’ and ‘them’ by other terms. The 
very notions of a host and a guest imply a division in social roles, norms, and ethics. Of 
course, in French, as Jacques Derrida has discussed, the word hôte, contains both 
meanings pointing to the potentiality of the collapsing of the dichotomy because of its 
very arbitrariness, as it is a product of language. Reading cultural texts, or in the case of 
this study, reading Spain through hospitality in the former Yugoslavia, allows for an 
evaluation of how we understand group belonging, and how we construct otherness. One 
is able to be the host and the guest; to belong and to be the Other at once. However, this 
collapsing comes with an ethical imperative of a greater responsibility echoed by Susan 
Sontag and Judith Butler in their writings on photography. This is the same ethical 
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imperative that photographers such as Gervasio Sánchez and Sandra Balsells undertake in 
the name of democracy. By engaging in self-examination through the lens of the former 
Yugolsavia, their work is also able to bring to light unspoken or hidden issues in Spain, 
making their work a democratic art. This is further explored in Chapter III.  
Therefore, since we are looking beyond the borders of the nation-state, the notions 
of host and guest complicate what we understand by ‘home’. The nation does not 
necessarily have to constitute one’s home, as people are often displaced to places where 
they become guests, but following Derrida, it can be said that one’s home becomes 
wherever she is buried to rest, and where one’s offspring is born. This is directly linked to 
language itself, the native one that each of us possesses within, and does not forget, 
remaining a permanent home. What about a learned language that becomes one’s 
language of narrating her own story, as is the case of Boban Minic, who writes his 
memoir in Spanish for a Spanish audience? Is this new language his home?  
 Givrn that one of Derrida’s central points in his theory of hospitality is precisely 
the impossibility of unconditional hospitality meaning our guest will always owe us 
something. More importantly, this understanding “‘excludes any possibility to devise new 
models of living together through hospitality, because the assumption of ownership of 
and belonging to a house-space-land-country – however tolerant or hos(ti)pitable it might 
be – will forever maintain the newcomer in a position of distance’” (Zaccaria cit. in 
Calviez 9).  
 Anne Dufourmantelle defines hospitality as an experience rather than a concept. It 
is not an invitation for a better life, but at most, it is a shelter. It has become a gateway to 
barbarism since it is the root of all primitive human societies because one can become the 
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very stranger he opened the door to (16). This assertion demonstrates the very apparent 
situation in war when one group is singled out in its home in order to exterminated, or 
when political borders change.  
 Furthermore, there are two events, or experiences, in our lives that we cannot 
“think” completely: birth and death. Our birth constitutes the first act of hospitality in that 
we begin our existence as cells that grow and split inside the mother’s womb until we are 
finally fully grown and separate from another human being making hospitality a 
precondition to life. Usually the body rejects any form of unrecognized otherness, but a 
baby “is a result of a process of differentiation that has made him or her an other” (17). 
But, as Dufourmantelle adds, right from the beginning of this separation, of our lives, 
death looms. If hospitality is about a threshold, a trespassing, death makes us aware that 
our finite status on earth makes us merely visitors. This status in turn forms the 
precondition for hospitality (17). The exilic condition of mankind is what defines 
hospitality, and since we no longer believe in eternal life but rather in repeated moments 
of survival and betrayal. Death is no longer the final mystery of the world, as it has 
become a product for us to consume, and our world has turned into the merchant of death 
(17). The possibility of hospitality for Dufourmantelle is the realm of compassion for 
what is already lost, or is at loss – the recognition of the other as such. For hospitality to 
take place, the subject cannot be imprisoned by his own echo, but has to be just someone 
who is there, a guest presenting himself in the space of the present which is the space of 
the true event2.  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2!Dufourmantelle’s definition of the event is also important for this dissertation, as it can 
be placed in dialogue with Žižek’s Event discussed in Chapter II. She defines the event as 
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       10 
 The paradigm of hospitality contains a constitutive violence when labeling 
someone a guest, a foreigner, or a stranger, but within this paradigm there is also a 
critique of the paradigm itself. Rosello points out that there is a certain arbitrariness in 
imagining oneself as a host, or hospitable. If we reject the paradigm, then we might be 
running the risk of denying that places like Europe have benefitted from historical 
conditions such as colonialism. Of course, this power position is still in place in many 
ways, and we are to beware of hospitality becoming a grand narrative and turning into 
identity politics, where some subjects are automatically identified as hosts or guests no 
matter what they do in any given context (Rosello 128). Therefore, Rosello asks us to 
look at hospitality as a practice rather than in terms of identity; not only to look at who 
the host and who the guest is, but who acts as host and who acts as a guest. She proposes 
that our objects of analysis become moments when hospitality manifests itself instead of 
functioning as a generalizable paradigm where we can assume, ahead of time, who is 
who, and what, how and why s/he acts as host or guest (129).  
 
Spain and Memory 
 The Spanish Transition to Democracy, which took place after Franco’s death in 
1975, was marked by a silence about what happened during the Spanish Civil war (1936-
39) and the so-called pacto de olvido. The decision to sweep the dark parts of history 
under the rug propelled certain political changes such as a new Constitution of 1978 and 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
“an encounter that has an infinitesimal likelihood of occurring but that takes place 
nevertheless” (23).!
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Spain’s entry into the European Union in 1986, but the unhealed wounds could not 
remain ignored, as sooner or later, the ghosts of the past would come back to haunt Spain.  
 The 1990s are seen as the beginning of a movement of memory as the 
proliferation of cultural production about the victims of the Civil war and Francoism 
pours put into the market. In 2007, the Spanish Congress of Deputies passed the Law of 
Historical Memory mainly aimed at the victims’ descendants, and was met with criticism 
from the conservative side (PP) claiming it would endlessly continue to reopen old 
wounds, implying that trauma is a weakness that cannot be cured or resolved and would 
keep Spain down. The labor of memory (Jelin), however, was (and is) largely done by 
non-governmental organizations such as the Asociación para la Recuperación de la 
Memoria Histórica. 
 The open wound that created a field of memory in the Spanish nation-state began 
to lose its potency and presence in the media and politics. The coincidental outbreak of 
the wars in the former Yugoslavia triggered a reaction related principally to the 
geographical proximity and historical parallelisms between Spain and Yugoslavia. This 
dissertation therefore deals what has casually been termed “Yugoslavian” Spanish 
literature and cultural production.   
 The movement from forgetting to remembering, from amnesia to memory, is in 
large part due to the political situation in Spain at the time of the Transition, much of it 
for the sake of modernity and Europeanization of Spain. After the death of Francisco 
Franco in 1975, Spain faced a problem of modernizing its political, economic and social 
systems, and moving on from an authoritarian system to becoming a “modern” European 
nation. Given this situation, as is the case in many states transitioning from a past 
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authoritarian regime to a present democratic one, the challenge was what to do and how 
to deal with a past that is inconsistent with the present due to the presence of trauma. In 
order to move on and modernize, the state has to integrate the authoritarian past with the 
democratic present which often implies combining elements of rupture with elements of 
continuity, and the solution has to be adjusted several times during the transition process 
(Humbelbaek 184).  
 The problem of memory has been particularly serious in Spain. First, because of 
the way in which the dictatorship began in 1939 after a bloody civil war, leaving the 
country basically split in two halves. Secondly, the Franco regime used victory in this 
war as its form of legitimization, and even later, after 1960, the discourse of legitimacy 
consisted of stressing the achievements of the regime in terms of peace, stability and 
economic development. Much of this discourse rested on the emphasis that the Spaniards 
were incapable of living in democracy without polarization and violence. In essence, the 
regime considered Spain unfit to live in democracy. Ultimately, the length of the 
dictatorship itself, of almost forty years, had created several generations educated and 
socialized under it, and had impeded the connection with other ideas and time periods. It 
is also worth mentioning that Franco also died of old age, and was not overturned as was 
the case in other transitions, in which a revolution to be proud of had brought along 
serious changes (Humbelbaek 184-85). All these reasons have created a problematic view 
and approach to historical memory, and while Franco may have died, his ideas and 
political disciples had not, and had continued to be key political players during the 
Transition.  
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 This brings me to the 1977 Amnesty Law, whose goal was to reconcile the nation 
and move on from the past. This idea of reconciliation became known as the so-called 
“Pacto de olvido” displaying the main interest and goal of the Amnesty Law, which was 
reconciliation and reassurance that Spain would not fall back into the old trap of 
polarization and violence. In the full interest of this forward movement, and not reverting 
back, forgetting became a priority. However, this is not to say that everything was 
actually forgotten or not discussed, instead the greater goal was to bridge a gap between 
the polarized Spanish society. The sensitivity of collective memory issues was secondary 
to the goal of moving Spain into Europe. It is sufficient to simply state this, in order to 
notice that this goal could not last for long until the ghosts of the past started coming out.  
 Remembering became inevitable the more it became repressed by the goals of the 
political system. Sweeping memories under the rug for the sake of national unity was no 
longer an option toward the end of the twentieth century and the beginning of the twenty-
first. In 2007, the Spanish government, partly under the pressure of the United Nations 
for the Amnesty Law’s lack of compliance with the guidelines for human rights, passed 
the aforementioned Historical Memory Law. With the enacting of this law, the Spanish 
society saw an opportunity to tell uncovered stories and to face the ghosts of its traumatic 
past. Several nonprofit and government organizations were created in order to deal with 
correcting the wrongs done unto the victims of the Spanish Civil War and their family 
members since the main goal of the law was to correct the historical record by 
recuperating a certain set of memories. Cultural production comes into play in the gaps 
between the desire to smooth out the wrinkles of the past and the desire to uncover the 
wrongdoings of the dictatorship.  
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 In terms of cultural production in Spain, Jo Labanyi picks up the notion of ghosts 
of the past in her discussion of contemporary Spanish film and fiction. By calling our 
attention to the criticism Spanish culture has received since the 1992 quincenntenial 
commemorations and for refusing to confront the traumas of the past, she states that, 
“contemporary Spanish culture – obsessed with creating the image of a brash, young, 
cosmopolitan nation – is based on a rejection of the past, I want to stress the engagement 
with history by a considerable number of directors and writers, both older and young 
[whose] current postmodern obsession with simulacra may be seen as a return of the past 
in spectral form” (Labanyi 65). For Labanyi history and hauntology go together in that 
we can choose to ignore the ghosts, acknowledge their presence, or even let them live 
with us and take over in what Freud calls melancholia. Therefore, the roles of cultural 
production in historical memory fall into this range of ways in which the Spanish society 
deals with ghosts. This is in line with the fact that multiple collective memories always 
exist within a society.  
 The notion of hauntology is Derrida’s term that proposes a new form of being that 
is an alternative to ontology used to describe history appropriately as “the past as that 
which is not and yet is there – or rather, here” (cited in Labanyi 66). Due to the specific 
Spanish context that I have described above, hauntology becomes a more relevant 
approach to dealing with history than in other transitional contexts because it assumes the 
production of the phantom the same way we produce commodity, and at the same time 
allows us the option of learning to live with the ghosts. Cultural production such as 
literature, film, etc. becomes a useful tool to learn to live with the ghosts in that it is 
firstly, a commodity of the memory industry, and secondly, always brings about the 
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questions and problematics of genre and authorship giving us a parallel with memory 
which is always uncertain, incomplete and most of all difficult, yet crucial to define if it 
is to be discussed at all. Like cultural production, memory is a labor, as Elizabeth Jelin 
puts it, in that it is part of the human condition to be active and productive when it comes 
to memory and identity. Ultimately, cultural production is a labor that can and does not 
onlt trigger and record memory, but is able to pathologize it through interruptions.  
 Hauntology merely points to a state of “modern” times and the quest for so-called 
modernity that feeds competitive memories such as the ones in Spain. This split over 
memory allows for the specters of the past to take over, and we find ourselves having to 
rethink the past in terms of ‘hauntology’ if we are to ever have a productive relationship 
with the past. Ironically enough, any kind of modern progress is nearly impossible unless 
we face the ghosts of the past. As Sebastiaan Faber explains: “Perhaps most remarkable 
in this moda de la memoria, though, has been the appearance of scores of best-selling 
novels, memoirs, and studies, as well as widely viewed feature films, television 
programs, exhibits, and documentaries for the general public about hitherto less broadly 
publicized aspects of the Civil War and Francoism” (Faber 206). What this moda de la 
memoria points to is an expression and a cultural representation of the ghosts haunting 
Spanish society. Not only that, but talking about the ghosts had become fashionable, 
pointing to an unresolved problem of memory among the common people in Spanish 
society.  
 Faber and Labanyi’s discussions have many points in common including that in 
the Spanish context, as Labanyi affirms, “ghosts are, precisely the ‘might have beens’ of 
history that return to an actualizable, embodied alternative reality” (79). Cultural 
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production becomes a tangible way of embodying an alternative reality that had not been 
recorded in official history. In fact, these works offer an alternative way of perceiving 
and understanding the archive. They have turned into objects that interrogate that official 
archive of the Civil War that had existed for the previous four decades. This is the ‘post’ 
era in which the society is supposed to interrogate and revise the official record, as “the 
phrase ‘post-Franco era’, after all, defines it as a period haunted by a spectral Francoist 
past” (Labanyi 68). The postmodern movement aids in this interrogation in that its 
defiance of grand narratives inherently questions and challenges the events of the past 
and the way in which they are presented to the public.  
 Moreover, Labanyi emphasizes that “the postmodern stress on the impossibility of 
direct access to the past may be a response to the ubiquitousness of the media, advertising 
and heritage industries, which convert history into a consumer commodity” (80). It can 
also be argued that the same condition is what has allowed for various definitions of 
memory that emphasize the connectivity and linkages between various events and 
contexts such as is the impact of the Holocaust in the creation and study of memory in 
other non-Holocaust contexts. Terms like cosmopolitan memory, multidirectional 
memory, postmemory and even prosthetic memory all appear in a sort of second wave of 
memory studies that attempt to explain connections between several groups and several 
collective memories.  While all these terms define phenomena of memory connections 
across time and space, or as some of their critics point out, they are merely metaphors for 
the way memory functions, they also pose important questions over the extent to which 
we can connect different contexts and what the role of subjectivity is when talking about 
memory as a collective notion.  
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       17 
 Joan Ramón Resina questions the notion of historical memory by claiming that 
what is at stake in Spain is a polemic associated with the past. Historical memory is a 
specific discourse that emerged as a specialized branch of the human sciences in the 
nineteenth century, and was based on protocols of research and documentation of “facts” 
(Resina 84). Resina wants us to recognize that the academic community is not necessarily 
the agent of public remembrance. Instead, it is a vague entity, which Maurice Halbawchs 
calls collective memory. What is interesting about this term is its ambiguity which  
 “frees us from having to resort to the even vaguer and the ideologically 
 boobytrapped  term ‘nation,’ while allowing for systematic amplitude. […] 
 Although contemporary debates about the loss or suppression of memory engage 
 a variety of discourses, which include the press, literature, cinema, and the media, 
 the memory these discourses refer to is assumed to rely on a rigorously 
 documented organization of “facts” corresponding to “historical truth.” (Resina 
 84)  
The discourse of a factual historical truth that creates a collective memory is meant to 
stabilize a national identity but this overlooks the issues in contemporary Spain. The 
tension between the unity of a nation-state through a homogenized memory based on 
“facts” and the exposure of what has been ignored in the past by an official history is 
what brings into question the Spanish modernity.   
 Returing to Resina, we should consider narrativity when it comes to 
understanding the unstable nature of memory. While Resina privileges narrativity, the 
issues around it turn into a field of growing cultural and political tension. Narrativity and 
conflictive interpretations of the past are inseparable. Based on this, it is important to 
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examine the Spanish novel as an epistemological intervention as much as an ontological 
one in the attitudes about the history of the Civil war or the history of Francoism. This is 
due to the fact that history is not available in its totality, and all labor regarding the past is 
a labor of interpretation, since memory stabilizes the subject and constitutes the present. 
Scholars such as Paloma Aguilar Fernández has in her 1996 book Memory and 
Amnesia: The Role of the Spanish Civil War in the Transition to Democracy, and that is 
an issue of balancing a difficult past with the future that is supposed to be modern above 
all. Her book seems to understand that there are two options for the Spanish society after 
the Civil War and the dictatorship: one is reconciliation and the other one would be 
violence, hence the importance of tying up all the loose ends and moving on with a 
conscious awareness of the past.  
 Aguilar performs a general overview of memory and history in Spain, and while 
much of what she says has been stated and restated by other scholars, she does make an 
emphasis on nuances such as collective mental illness, for example. In fact, during the 
Transition, the Spanish Civil War became known as “la guerra de los locos,” labeling this 
period of “collective insanity.” Aguilar refers to this discourse as “the mental 
derangement that affected the Spanish over a period of three years” (Aguilar 209). She 
explains that the implications of this metaphor cannot be taken as trivial, and that they do 
have serious repercussions for Spain today. Considering this period of time as a time 
under the effect of a mental ailment that affected the majority of Spanish society changes 
the way we view responsibility, and as Aguilar remind us, in Spain as well as many other 
countries, “mental derangement” and “temporary mental disorders” have traditionally 
provided immunity from prosecution in relation to the matter of guilt (209-10). 
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Obviously, labeling the entire nation as “mad” helps in the process of supposed 
reconciliation or collective forgetting, but as I have explained earlier, it does not prevent 
the ghosts from returning. Cultural production then is the catalyst that can allow itself to 
search for a cure to this mental ailment.  
 The outbreak of the amount of cultural production about memory, and its 
fashionableness, is directly proportional to the emphasis on the insanity during the Civil 
War. According to Aguilar, this was not a simple spell or small break down, but rather 
the discourse of madness maintained that this was an outbreak of an insanity virus. She 
explains how this discourse was necessary because,  
 This was the only way of comprehending the actions of the population as a whole 
 throughout this period, maybe because this interpretation helps us to come to 
 terms with a tragedy of such dimensions, one that is otherwise difficult to face 
 from a strictly rational perspective. On the other hand, it frees society as a whole 
 from responsibility because it accepts that everyone was equally subject to this 
 madness. (210) 
The insanity discourse evolved from blaming everyone for the mass violence to blaming 
no one due to the fact that no one was conscious of their actions. Therefore, explosion of 
cultural production about memory directly addresses this lack of responsibility and in 
many cases tries to correct it symbolically through aesthetic forms. It also embraces the 
notion of interruption as that which allows for a space for self-examination.  
Nationalism 
Along with the multiple discourses cometing over the struggle of historical 
memory, twentieth century has brought to the surface the many problematics with 
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nnationalism. What to make of the supposedly dormant, yet apparently threatening 
Spanish nationalism developing in the media? Political scientist José Manoel Núñez 
Seixas dicusses Spanish nationalism referring to the discourse of a dormant and 
threatening Spanish beast-like, nationalism, that could at any time respond back to 
Catalonian and Basque separatists in a “Balkan” way by attempting to disintegrate. 
Núñez Seixas states that the ideological, political and social underpinnings of Spanish 
nationalism are the least researched areas, and the reasoning behind that is this common 
belief of a non-existent Spanish nationalism. However, he also states that this is a wrong 
assumption, and that it is rooted in a contradiction. The contradiction is that most 
Spaniards claim that Spain is a multicultural and historical nation, but at the same time, to 
its defenders, this seems to fall entirely outside the category of nationalism (121). It is 
evident here why identifying Spanish nationalism as an object of study can become 
difficult then, as it is also the kind of phenomenon that permeates different aspects of 
social life, and does not necessarily enter the public life through organizations. If the 
terms like ‘nation’ and ‘nationalism’ do not seem to connect in their definitions, then we 
can precisely note the instability of defining both categories, and by extension, the 
instability that comes about from national conflicts.  
 Spanish nationalism, although running in the conservative vein, has a multifaceted 
character that is in part influenced by the ghost of the Francoist regime, and the 
identification with the Nationalist-Catholic tenents of the regime. While the history of 
dictatorship has created various nuances of Spanish nationalism, it has also become an 
ambiguous and confusing notion during the so-called transition to democracy. According 
to Núñez Seixas, the 1978 Constitution is very ambiguous in its definition of nation 
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because it states that Spain is the sole existing nation and should enjoy ‘indivisible unity’ 
while at the same time it recognized nationalities and regions. The Constitution never 
clearly defined the difference between nation and nationality, and during the 
parliamentary debates the meaning of ‘nationality’ was simplified to the cultural and 
linguistic practices of the stateless regions (122). This new framework of recognizing 
‘historical nationalities’ in the Spanish state meant that Spanish nationalism had to take a 
step back, and reinvent its discourse. Therefore, explicit Spanish nationalism disappeared 
from the public sphere, but it continued and continues to permeate through other venues 
such as newspaper articles like the one I discussed above.  
 What Núñez Seixas proposes is to understand “nation” beyond the traditional 
definitions that have been provided by scholars such as Anderson, Hobsbawm and others. 
He states that nationalism cannot have “una definición de nacionalismo que lo reduce a la 
búsqueda de la homogeneidad etnocultural de un territorio dotado de soberanía. Es más 
amplio: la defensa y asunción de que un territorio determinado constituye el ámbito en el 
que un colectivo humano, definido como una nación, ejerce su soberanía y que, por lo 
tanto, es sujeto de derechos políticos colectivos (Patriotas y demócratas 2). By 
emphasizing that traditional definitions of nation are not enough, Núñez Seixas also 
points to the uniqueness of the sociopolitical make up of Spain, which does not fit into 
any of the previously established defintions. This is why seeking to understand Spain via 
the Balkans proves productive. 
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Spanish Production and the Balkans 
 This research stems precisely in response to the many Spanish materials about the 
Balkans, and from the observation about the lack of research on how Spain perceives and 
represents the region. Castilla (2011) offers a socio-anthropological study of the way the 
Balkans are imagined in Spain extending back to the sixteenth century, but also focusing 
more specifically on the conflict in the early nineties. Her study is a preliminary one that 
gathers cultural materials on the topic, and emphasizes the lack of research in this field3. 
Castilla concludes several key, yet expected, outcomes of these representations, including 
that the region is often portrayed as the bridge between Europe and Asia that contains an 
inherent cultural complexity. Moreover, it is stereotyped as a violent and hateful place 
because of its legacies of war, and portrayed as people who are destined to kill each 
other. In addition to the Balkanist stereotypes, the comparisons to Spain are numerous, 
and include: 
1.! Discussions of political antagonisms that relate to the democratic 
transition and the violent dissolution of the state respectively, 
2.! The tendency to compare the civil wars and nationalisms present in both 
countries,  
3.! The idealization of Sarajevo, and its frequent comparisons to medieval 
Toledo,  
4.! Emphasis on the ideas of convivencia and tolerance reaching back to Al-
Andalus, 
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3!The theoretical approach she takes in her study is that of Todorova’s Balkanism. !
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5.! Parallelisms between the expulsion of Jews and Muslims from Spain in 
the fifteenth and sixteenth centuries and the ethnic cleansing of the nineties (186-
7).  
Castilla ultimately concludes that the Balkanist discourse is reproduced in Spain the same 
way as it is in other Western countries. However, she fails to provide a thorough analysis 
of the texts she cites from the nineties. In this dissertation, I argue that the Balkanist 
argument is insufficient on its own, and that discussions of mass violence, nationalism, 
and ethnic cleansing have prompted a self-reflexive work in pieces of cultural production. 
Unlike Castilla’s goal to understand the Balkans better, my goal is to show how the 
Balkans can help us understand Spain better.  
 The nineties were a decade at the height of the Transition, and a moment in which 
the Spanish historical memory movement surged. As I already mentioned, Paloma 
Aguilar’s Memory and Amnesia is a groundbreaking work that provocatively presents the 
connection between the goal to forget atrocities with a discourse of mental insanity with 
regards to the Civil War. She writes,  
 The conception of the Civil War as a period that reflected a collective ailment 
 enables us to approach the events that took place and their consequences from 
 a very different perspective, especially with regard to the issue of  responsibility. 
 According to Spanish  criminal law and that of the majority of countries, ‘mental 
 derangement’ and ‘temporary mental disorders’ have traditionally provided cause 
 for ‘immunity from prosecution’ in relation to the matter of guilt. [exemption of 
 responsibility] … In the case of the Civil War this might be understood as an 
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 outbreak of a virus, which spread this madness throughout the entire country, 
 affecting, over a period of three years, the majority of the population. (209-10) 
As the memory movement got underway, it became more apparent that the madness 
excuse was insufficient for a functional democratic system. In fact, Aguilar pushes us to 
think of recuperation of memory in terms of learning, as the two concepts are inseparable. 
This does not mean that we will always learn the appropriate lessons from history as 
history not only may be, but has been perverted for the benefits of the regimes countless 
times, and obviously so in Spain during the Civil War and the Franco regime. For 
Aguilar, though, “alternative readings always emerge as authoritarian regimes become 
more liberal and, in particular, as democracies are instated or reinstated” (265). Within 
this research, I would also add that texts about the disintegration of Yugoslavia work to 
read Spain in alternative ways, ultimately allowing for more democratic reading of the 
Self.  
 Alfonso Armada expresses the constant sensation of surrealism after returning, as 
if “no fuera capaz de recordar casi nada, de reconocer nada” (188).  He continues more 
specifically about the Holiday Inn explaining that “me siento todavía más fuera de lugar, 
presa de un cierto vértigo y de una cierta melancolía” (189). The description he provides 
upon facing this city is a quite predictable one in terms of the trauma he has experienced 
while in war. He finishes this section of the text by stating, “Hay algo que estoy buscando 
y que todavía no sé lo que es” (189). Sarajevo is a city of loss, and this supposedly forced 
return with Gervasio Sánchez driving from Spain to Bosnia is what opens up the space 
for a healing of his melancholy – a melancholy produced by the trauma of being a guest 
in the war who turned into the witness with a responsibility for memory. He writes a brief 
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list of things he wishes he could have done in Sarajevo, one of which includes riding on 
the tram, which he now can. He writes, “Me sorprende la circulación enérgica del tranvía, 
los trolebuses y la concurrida – frente a la costumbre impuesta por la memoria – Avenida 
de los Francotiradores” (186). It is impossible for Armada, the guest, to separate his 
personal experience even after seeing the seemingly recovered city because everything 
appears imposed by memory. Perhaps this best illustrates why this hospitality is so 
offensive, as Núñez would have it.  
 For journalist Isabel Núñez, literature has always been “otra fuente de 
conocimiento posible, más accesible o, en cualquier caso, más afín a mí que los 
reportajes periodísticos” (14-15). While Núñez chooses to emphasize the supposed 
accessibility of literature, she also exalts its effectiveness in transmitting messages over 
positivistic types of writing such as journalism. Along those same lines lies my approach 
to examining Spanish representations of mass violence in the former Yugoslavia.  
 Núñez further links the former Yugoslavia directly to the social and relations in 
her own country, as that does not prove to be a difficult task in the case of these two 
nation-states with somewhat parallel histories during the twentieth century, although with 
much different endings. She writes,  
 Sería hipócrita pretender que no haya visto o sabido de ese ensañamiento en mi 
 propio  país, no sólo en la historia de nuestro siglo XX, y en la sospechosa 
 ignorancia que muestran las nuevas generaciones respecto al pasado, sino también 
 en la vida cotidiana, a  veces sólo de forma simbólica, como advertencia o 
 recuerdo de lo que podría llegar a ser, en las páginas sucesos diarias en las que 
 tantos hombres españoles maltratan o matan a sus parejas o ex parejas, por 
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 ejemplo… También precisamente porque me interesaba reflexionar sobre la 
 negación, el silencio, la mirada hacia otra parte, el entierro de la historia y el 
 estupor que caracterizan mi país. O la expresión intensificada de los prejuicios 
 identitarios como pretexto para la violencia contenida en discusiones sobre la 
 lengua. El conflicto de los distintos nacionalismos- no sólo catalán o vasco, sino 
 también español – y sus distintas tendencias. Tal vez yo buscaba allí un espejo 
 para comprender lo de aquí. (15) 
The symbolic or quotidian forms of ignorance about recent history is what appears as 
worrisome to Núñez, which we might more broadly read as culture. The everyday 
observations that require our attention are the interruption that cause Núñez to think in 
terms of mirrors in order to begin to understand her own country and its history of 
violence and national tensions.  
 The interruption created by the war in the Balkans is analyzed in this dissertation 
through the lens of hospitality – with Derrida’s hospitality taken as the theoretical point 
of departure. While Derrida draws our attention to the ambiguity of the meaning inherent 
in the French word ‘hôte’, this dissertation explores the notion of hospitality in concrete 
terms, particularly how they play out in the Spanish representations of the Balkans. Isabel 
Núñez’s keen observation in Si un árbol cae might serve as a guide for development of 
the concept of hospitality throughout the rest of this work. She writes,  
 … recordé dos comentarios jocosos de un escritor: “Verás que los arquitectos que 
 construyeron la ciudad también tuvieron la culpa.” Efectivamente, la pequeña 
 ciudad  construida en un valle y rodeada de colinas ofrecía un aspecto 
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 completamente vulnerable a los francotiradores que se situaron en las alturas. 
 Y el segundo: “En Sarajevo, la hospitalidad es casi ofensiva.” (19)  
The city constructed in an unfortunate position where it is cradled in a womb-like valley 
that makes it vulnerable to attack and destruction, but that also provides us with an image 
for the kind of hospitality Núñez describes. “Offensive hospitality” becomes a way to 
think through the host-guest relationship where not only the guest is the invader, but the 
host is as well, with his desire to welcome one that becomes invasive and offensive. The 
sense of Bosnian hospitality extends into the discourse of contagiousness, as it is 
something that not only offends, but it is passed on from host to guest, as Núñez is 
“contagiada de la hospitalidad bosnia” (21). This contagious nature allows the guest to 
become the host of war memories, and finally collapsing the division between the two as 
is discussed in later chapters. The invasion of the guest is clear when Núñez, who is a 
vegetarian, is subjected to eating meat in Sarajevo, as that is considered the highest form 
of hospitality that, at the same time does not offend the city itself that is defined by this 
“offensive hospitality.”  
 Unlike Sarajevo’s offensive hospitality, she describes a brief trip to Belgrade in 
2003 in which, “la ciudad me pareció sumida en una especie de depresión colectiva: los 
derrotados, por la cultura oficial de victimismo; y los que habían estado contra la guerra, 
por lo que les había tocado sufrir” (16). The contrast between the two capital cities 
emphasizes an exceptionalism that Sarajevo holds in terms of a hospitality that is so 
special and unique that it is deemed as offensive. In fact, she leads us to understand that it 
is impossible to be hospitable when the community is encrusted in an official culture of 
victimization. The bombardment of Belgrade was not the same as the bombardment of 
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Sarajevo; the former was carried out by the United States while the latter was carried out 
by Serbian forces. Hence, the discourse of victimization becomes an anti-western 
discourse which makes gains in strength among the population in Serbia as a rather facile 
approach to building political solidarity since it is East versus West once again.  
 Another Spanish Balkanist, Fernando Valverde (1980-), a poet from Granada, is 
one such “Balkanist,” fascinated by the region, the war, and is invested in the memory of 
the people from Bosnia. While his obsessions lie in piecing together the twisted story of 
war criminal Ratko Mladic, his poem “Verano en Sarajevo” perhaps best depicts what I 
have been labeling as hosting of Balkan memories. It gives us an insight into how 
Sarajevo, the city, triggers self-reflexivity: 
Verano en Sarajevo 
 
Sobre el puente de Princip 
un tumulto de ancianos vigila la ciudad. 
 
No parece que pase ningún río. 
 
28 de junio,  
una placa que recuerda los disparos  
que siguieron después  
hasta llenar de huérfanos las plazas.  
 
Sin hermanos mayores,  
La vida en Sarajevo se parece a un tranvía.  
 
No ha cubierto la hierba las llagas de sus parques,  
sólo los gatos saben dónde ir,  
han tomado las calles 
y hay cartones de leche delante de las puertas.  
 
Se estrelló la miseria en las paredes,  
no han podido los árboles ocultar la evidencia. 
 
Junto al estadio olímpico 
deambulan fantasmas entre las margaritas. 
No existe periferia en Sarajevo,  
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los teléfonos hablan con sigilo 
del humo blanco de las chimeneas  
y sus cinco montañas  
advierten de la lluvia sobre las tejas rojas. 
Ha bajado el infierno a esta ciudad,  
se ha llenado de rostros  
convertidos en piel de los mercados,  
en vigas de madera que sostuvieron túneles 
y en un amor simple como el pulso.  
 
No parece que pase ningún río,  
aunque los puentes crucen hacia el norte 
y el verano parezca  
un lugar donde pueden descansar los pulmones,  
un horizonte nuevo que viaja en los tranvías.  
 
The poem shows us the city after the war, where the wounds still remain. The first image 
is that of the Princip bridge where a group of the elderly men spends their time, or as the 
poetic voice tells us “vigila la cuidad.” Beneath the bridge there does not seem to be a 
river passing. The verse “No parece que pase ningún río” is repeated twice throughout 
this nine-stanza poem, and if we were to take the common poetic cliché that river 
represents life, we would be led to think that the city is devoid of life. But, it only seems 
as though there is no river flowing under the many bridges that cross it. What we can also 
say is that by avoiding the river cliché, the poem avoids the idea of a renewal typically 
present in the river metaphor because that river is expected to empty into something, 
perhaps another river and eventually the Mediterranean Sea.  
 The lack of the river metaphor and poetic cliché does not mean that there is no life 
in Sarajevo. In fact, there is a kind of life present here, but it takes shape of the city tram4. 
Instead of a river, “la vida en Sarajevo se parece a un tranvía,” in which there is “un 
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4!I will return to the images of the Sarajevo tram in chapter 3 in the analysis of Gervasio 
Sánchez’s photography in which life is reestablished as the tram is reinstituted in the city.!!
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horizonte nuevo que viaja en los tranvías.” The image evoked here is that of a tram on 
fixed tracks that do not deviate from the course, and that are also fixed (repaired) in order 
to restore function to the public transportation system. A somewhat obvious point of 
analysis is the closed nature of the tram system as a loop that extends from one end of the 
city to the other. In fact, most of the tram lines follow the path along the river in 
Sarajevo.  
Valverde’s poem is a memory poem hosting the memory of the other. It refers to a 
lieu de memoire that gives Sarajevo its ghostly character, “28 de junio, /una placa 
recuerda los disparos/ que surgieron después/ hasta llenar de huérfanos las plazas” (59). 
This quatrain presents us with a snapshot into what the present looks like and what the 
past might have looked like. The specific mention of the orphans left in the city plazas 
because one generation has been killed points to a loss of tradition and continuality as the 
city has been left “sin hermanos mayores” (59). There is a blurring of time and space in 
this reference as it refers explicitly to the day Archduke Ferdinand was killed by Gavrilo 
Princip, a young Bosnian nationalist and anti-monarchist. Needless to say, the bridge 
referenced in the first verse of the poem, named after the shooter until the end of the war 
in 1995 when its name was changed back to Latin Bridge. The date, June 28, is the day 
Princip shot the Archduke from the bridge that would for so long carry his name. The 
plaque is supposed to remind us of the beginning of a world war that began in this same 
place whose memories are now inextricable from those of a recent violence as if one war 
were hosting the other war layering memories in a fashion similar to Freud’s mystic 
writing pad. The same we see this layering, there is a transnational layering between 
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memories of war as well as memories of that which made us modern such as the Olympic 
Games.  
Another monument, or lieu de memoire, mentioned in the poem is the Olympic 
stadium as it is overtaken by ghosts of daisies that have overgrown the structures in 
decay. “Verano en Sarajevo” contrasts the element of nature with the destroyed structures 
that make up the modern city. However, the nature element does not serve the purpose of 
rebirth and regeneration, but instead it gives a greater appearance of decay and possible 
presence of ghosts.  
 In The Writer as Witness, Tom Dunne draws upon Paul Ricoeur and Hayden 
White’s theorizations of history. Dunne states that true history and fictional history are 
bound together by the basic historicity of human experience which can only be 
articulated through the mutual interplay of the two narrative genres. Both real and 
fictional histories must exist in dialogue in order to fulfill adequately its central cultural 
role (Dunne 5). In this 1987 publication, Dunne borrows Northrop Frye’s phrase “a 
polemical introduction” to title the introduction of this volume interrogating the 
relationship between literature, literary theory, and the role of the historian. My reason 
for citing a rather dated publication is precisely because of the lack of further 
interrogation of this relationship in the contemporary moment three decades later. 
Narrativity remains underexplored in the field of history, and the importance of literary 
sources in constructing and understanding history is still largely ignored.  
In her study of the event, Rowner also echos Ricoeur in affirming that “narrativity 
presupposes the openness of the event beyond its isolation, an openness that enables 
meaningful organization with other events and to gain sense from the event’s contribution 
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to the whole” (Rowner 14). Following this interpretation of narrativity, this dissertation 
takes the connection between the historical event of the war in Yugoslavia and the 
literary representations of it in Spain as an event in itself that retroactively defines 
“Spanish Balkanism” as an event that examines Spanishness in terms of memory and 
nationalism. This is done by developing a theory of hospitality. The focus on hospitality, 
and the complex relationship and interplay between host and guest, is necessary in order 
to move toward an understanding of Iberia beyond the traditional insular approaches to 
the study of its cultures, and more importantly moving outside the Transatlantic 
postcolonial framing of Spain and its relationship to the world and itself. Narrating 
oneself through the experiences of an Other in Eastern Europe reconsiders Spanishness in 
non-centralizing terms, giving agency to the so-called periphery, and shifting the idea of 
what is considered to be the national canon5. 
 The former Yugoslavia was a Socialist state formed after World War II and the 
Yugoslavian Civil War. This was a federation formed by six republics including Serbs, 
Croats, Slovenes, Bosnian Muslims, ethnic Albanians, among other minorities. The 
federation functioned under a relaxed communist rule of Marshall Josip Broz Tito until 
his death in 1980. We should note here that Tito’s death in Yugoslavia comes only five 
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5!For Marita Sturken, on the other hand, the desire for narrativity, or narrative closure 
imposes limits of narrative forms onto historical events, and therefore enables forgetting. 
She turns to Freud’s notion of screen memory, which substitutes for other memories that 
are too painful or disturbing to retrieve because forgetting is an active process of 
repression designed to protect the subject from fear, anxiety, jealousy, and other 
emotions. Sturken finds this concept particularly useful for thinking about cultural 
memory since it is created through representation in photographic images, cinema, and 
television. That which is repressed becomes displayed in some other form, through some 
other event. Therefore, in this dissertation I argue that the Spanish representation of the 
war in the former Yugoslavia functions like a screen memory that is activated through the 
interruption of the war breaking out in the Balkans.!
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years after Franco’s death in Spain suggesting that the two nation-states with parallel 
histories might follow a similar path of transition to democracy after the death of their 
respective dictators. With the collapse of the Eastern Bloc and its regimes by 1989, the 
national and ethnic tensions in Yugoslavia would come to the surface again.   
 However, the ethnic and national tension that Tito’s regime had maintained 
successfully repressed, reemerged after his death. Desiring more autonomy, Slovenia and 
Croatia were the first to declare independence in 1991, causing a reactionary war led by a 
majority Serb Yugoslav army intending to retain the geographical and political integrity 
of the old Yugoslavia, and maintain a strong centralized government. The conflicts in 
Croatia and Slovenia were short-lived, and ended under a UN controlled ceasefire in 
1992.  
 The rise of Serbian nationalism is due in part to the collapse of Communist 
regimes across Eastern Europe which no longer had a unifying ideology to hold onto. 
Instead, Serbia reacted with a resurgent nationalistic movement reawakening old myths, 
which its leaders, like Slobodan Milosevic, used to create propaganda amongst its people, 
and push forth goals of ethnic cleansing.  
 The situation was different in Bosnia, however, because of the demographically 
mixed population in that republic. The attempt at ethnic cleansing caused approximately 
100,000 deaths and many Bosniaks and Croats in fleeing the country as refugees. A weak 
and lightly effective version of peace was achieved in 1995 by a signed agreement known 
as the Dayton Accords. Much like in the Spanish Civil War, the international intervention 
arrived late. The U.S. led a bombing of the Bosnian Serb territory allowing the Croat and 
Bosniak armies to gain ground. The UN, however, was seen as a failure and ineffective in 
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its aim to stop the conflict. This conflict is often labeled as a civil war, allowing for an 
easier comparison to the Spanish Civil War, however, this is still a highly debated 
understanding of what happened.  
 In one of Nuñez’s interviews, Croatian author Zoran Feric explains the nature of 
this war as one among neighbors upon which Núñez herself comments, “Tal vez todas las 
guerras civiles lo son. Pero en España fue una guerra de clases. ¿Aquí qué fue?” (109). 
Feric’s response was that of chaos, “una guerra sin ningún sistema, no estaba claro a 
quién tenías que matar, ni tampoco importaba. […] era una guerra contra las ciudades y 
la vida urbana, y contra la cultura rock” (109). There is a resonance between this analysis 
and photographer Gervasio Sánchez’s characterization of the Yugoslavian people who, as 
he expressed in an interview with me, “escuchaban la misma música,” explaining how he 
understands his own empathy for the people. What Sánchez has in common with Núñez 
is that same urgency to explain their empathy and fear because they are both ultimately 
European.  
In fact, Núñez’s has a certain insistence on asking her interviewees to comment 
on whether the war in the old Yugoslavia was an attack on urbanity. Turning to Slovenian 
Andrej Blatnik, we learn that, “Sí, se luchó contra la vida urbana. La mentalidad rural 
predominaba el país, incluyendo a Eslovenia (151). He links this sentiment to his reading 
of Bernardo Atxaga’s El hijo del acoredonista saying that “En cuanto a la manipulación 
de viejas heridas y las historias familiares… pero no es un acontecimiento exclusivo de 
los Balcanes” (151). As a product of an authoritarian system, the urban-rural tension is 
seen as somewhat of a mirror (screen) of Spain seen in the fatalist situation of 
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Yugoslavia. This tension becomes examined as part of the disintegration of the 
multinational state.  
 An image that has circulated on the Internet in blogs and discussion forums is that 
of a map of the former Yugoslavia with the flags of Iberian nations transposed over the 
republics that constituted Yugoslavia (see Appendix, Figure 1). It has prompted 
discussion about rising nationalisms in several online venues regarding what the “most 
correct” representation is, of which region corresponds to which republic in terms of its 
political stance toward the unifying state. This should make us consider what 
comparisons come to mind when thinking about Spain and Yugoslavia. What ideology 
dominates this kind of representation? What kind of dialogue is established when the 
flags are transposed onto the map? The disintegration of Yugoslavia triggered a creation 
like the map in question.  
 This historical event functions like a trigger for creative work, particularly 
literature, which in itself is an event as it is “a privileged ground for exposing the 
actualization (effectuation) of the event: the historical circumstances, the corporeal 
experience, or the fictional force of extraordinary incidents. The horror of war, the 
moment of death, the intimate wound or weakness traverse and affect the act of writing as 
the immediate testimony of living bodies” (Rowner 35). Cultural production, in its 
privileged position, has the ability to illustrate how an event interrupts, and causes a 
process of cultural self-reflexivity.  
!
!
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Chapter II 
Testigo molesto y/o invertido: Writing the Witness  
  
 Since World War II there has been a tendency and a desire in academic 
approaches from across social sciences and humanities to understand events of mass 
violence through the lens of the Holocaust. While the approaches that developed around 
the notions of “bearing witness” and testimony have been groundbreaking, they have also 
seen an evolution in their representation. The Holocaust moved from being considered as 
“that which is unrepresentable and unspeakable” to the event through which to inspect 
the limits of representation of mass atrocity. Representations of war have not only served 
to expose the pain and suffering of others, or to satisfy viewers’ voyeuristic desires, but 
to also work thorough one’s own traumas by looking at the Other, both collectively and 
individually. Wars can be perceived as events that change our way of understanding and 
engaging with the world that surrounds us, even when that war occurs somewhere else, to 
someone else. 
         This chapter examines three primary narrative texts based on texts by Juan 
Goytisolo created during the Bosnian War (1992-95) while the author worked as 
acorrespondent for Spanish news sources. In addition, their writing journalistic work, 
they produced accounts and novels as they witnessed the war. The present chapter will 
therefore explore Juan Goytisolo’s account Cuaderno de Sarajevo: anotaciones de un 
viaje a la barbarie (1993) and the novel, El sitio de los sitios (1995). These texts present 
the author’s struggle to deal with the representation of the violence he is witnessing. 
Given the expected duty of the professional journalist to bear witness to an event of mass 
violence, the effect on the subject producing the news is often not considered. This 
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chapter analyzes the author’s struggle to deal with the responsibility placed on him and 
the trauma experienced as he represents the violence to an audience in his own national 
context. Therefore, this chapter interrogates what it means for an author as a human 
subject to push the limits of his profession and arrive at a point where the objectivity of 
journalism simply is insufficient for the subject to grasp the impossibility of 
representation of the violence witnessed. This chapter demonstrates that fiction, and 
specifically the genre of the novel, is used as a catalyst (and perhaps as a form of 
catharsis) to explain and theorize the unrepresentable violence, and to enunciate an ethics 
of witnessing. The trauma of bearing witness, unlike the journalistic product itself, is not 
mechanically reproduced in Benjaminian terms. The trauma of the witness-subject-author 
is produced by the limitations of the journalistic field6. 
 For Juan Goytisolo (1931-2017), the breakout of the war in the former Yugoslavia 
in 1991 represents precisely a moment that interrupts the flow of his Spanish identity7. In 
both his travelogue Cuaderno de Sarajevo (1993) and the novel, El sitio de los sitios 
(1995), he uses the war to reframe the way Spain should see itself in light of its past 
traumas. The novel in particular is the text that becomes Goytisolo’s witness to that 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
6!Wars are events that interrupt the lives of not only those involved directly in the 
conflict, but also those watching.  Slavoj Žižek, whose work extends beyond violence, 
characterizes the philosophical concept of the event as “something shocking, out of joint 
that appears to happen all of a sudden and interrupts the usual flow of things; something 
that emerges seemingly out of nowhere” (4) and, in addition, is circular in nature “in 
which the effect retroactively determines its causes or reasons” (4). In other words, the 
event is “the effect that seems to exceed its causes” (5). It is not so much an occurrence in 
the world, but rather it is a change of the frame of perception followed by a change in the 
way in which we engage with the world because of something that occurred. Therefore, 
war is not just about what occurred, but also about the change of perspective it imposes 
on everyone - its perpetrators, victims, and witnesses. 
7 Goytisolo considers his Spanish identity as always interrupted by the systems of power 
in place such as Franco’s dictatorship.  
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which interrupted him once again as a subject. The effects of war exceed its causes by 
retroactively determining the significance of other conflicts altogether such as the 
Spanish Civil War (1936-39) or even further back, of Spanish Imperialism that began at 
the end of the XV century.  
 
 Witnessing 
          
         Goytisolo writes from a position of the witness who is a guest hosted in someone 
else’s conflict. Who is a witness then? And in what circumstances can one be a witness? 
Giorgio Agamben understands “bearing witness” as an act that can make one survive, and 
states that some will survive simply based on the desire and need to bear witness, while 
others will simply remain silent. For Agamben, Primo Levi is an example of someone 
who turns himself into a writer in order to survive. For many authors the act of writing is 
the ultimate way to bear witness, especially to write fiction, as it has a Truth function that 
reaches beyond the evidential, juridical truth8. Agamben further emphasizes the two 
meanings of “witness” in Latin, “The first word, testis, from which our word ‘testimony’ 
derives, etymologically signifies the person who, in a trial or lawsuit between two rival 
parties, is in the position of a third party (terstis). The second word, superstes, designates 
a person who has lived through something, who has experienced an event from beginning 
to end and can therefore bear witness to it” (17). Therefore, Goytisolo can be categorized 
as both types of witness: since he has lived his own traumas, and being a third party 
living through an event and bearing witness. This surges from his painful childhood, and 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
8Jorge Semprún distinguishes between “lo verídico” and “la verdad” referring to the 
different conceptual ways we understand “truth.” 
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the history of his country which he cannot deny. On the other hand, the trauma is 
produced by his very active journalistic participation that places him into the role of a 
professional who is grateful to for survival, and a third party witness that received pay to 
be the third party witness. Goytisolo’s perspective creates a problematic in that he, as a 
witness, might be read as creating false dichotomies and even parallelisms of witnessing. 
We see how the author becomes both supertstes and terstis. 
         In The Era of the Witness, Annette Wieviorka traces the evolution of testimonies 
and their understanding since the Holocaust, and demonstrates that when they are a part 
of a larger cultural movement they express the discourses valued by society at the 
moment of their production. Witnesses are now social figures whose individual stories 
are inextricable from the concerns of the collective, and in that way participate in 
collective memory, and as many other scholars remind us, along with Wieviorka, the 
memory of the Holocaust has become the definitive model for memory construction, the 
paradigm used to analyze recent events and even as basis for future historical narratives 
(xii-xiv). As I have mentioned in reference to the two authors studied in this chapter, the 
role of the author begins to wane and blur, as we have entered what Wieviorka has 
termed “the era of the witness” (xv). 
         Much like literature, testimony has been privileged due to its singularity and level 
of intimacy. Showing of the experience is central to testimony, and just like literature, it 
“appeals to the heart and not the mind. It elicits compassion, pity, indignation, even 
rebellion” (Wieviorka 143). With this understanding of testimony and literature it is then 
easy to draw a parallel between the “compassionate pact” between the witness and the 
one who receives the testimony and the “autobiographical pact” between the writer and 
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its reader (143). Both concern themselves with transmission and reception, but where 
they diverge is in their understanding of authorship. In modern literature the author is the 
central figure responsible for his creations, whereas the role of the witness (although not 
always left unscrutinized) is to share his experience above all. In the era of the witness, 
we can observe a shift in the way authors understand themselves. Through established 
literary figures such as Goytisolo, we can observe the ways in which this role is 
complicated, at the very least, if not a complete conscious surrendering of it for the sake 
of the text. 
         Authors understand their texts in terms of bearing witness as an experience that, 
while unique, does not exist on its own, as it is also conditioned by a frame; be it 
political, historical, psychological, or imposed by the conventions of the narrative genre. 
The stories told are also subject to the collective considerations of their receivers in the 
larger context, a social construct, in which they live (Wieviorka 83). 
         By simply observing the commonalities in the titles of the three texts, we can 
identify a concern regarding representational/aesthetic space. The word “sitio,” and even 
“cuaderno” point to a preoccupation with the use of space, be it physical, geographical, or 
even theoretical or abstract. In addition, there is a preoccupation with the specificity and 
singularity of space, signaling to the reader the attempt these texts make to challenge the 
work in the age of mechanical reproducibility, and there is an ambivalence in the way 
they are used. They are aware of the texts being reproducible objects meant to reach an 
audience but at the same time their narrative space resists the reproducibility. 
         Thinking beyond reproducibility, there is an insinuation of savagery in these 
spaces as indicated by Goytisolo’s subtitle, Anotaciones de un viaje a la barbarie, or as 
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per the title of his novel “el sitio de los sitios” could in fact be anywhere. Once again, the 
anxiety about the writer’s job is not knowing how to tame the uncontrollable and savage 
space of the journalistic field itself, and even though the work is mechanically 
reproduced, the traumatic space itself is not mechanically reproducible due to the fact that 
the author finds himself traumatized by the violence, and when the author as witness 
experiences the ineffability of trauma, the witness is necessarily displaced. 
 
         Transaction 
         Understanding witness displacement involves a closer examination of the 
paratexts – that is, all the elements that complement the naked text including the book 
cover, the blurb, prologue, epilogue, epigraphs, etc. In the words of Gerard Genette, these 
elements are not only parts of a “zone of transition” between the text and the space 
outside it, but are also part of the transaction, controlled by the author and the publisher, 
in strategically and pragmatically mediating how the reader receives the text (261-62). 
On the back cover of Cuaderno de Sarajevo, Goytisolo leaves a facsimile of his signature 
as a way to claim his book and use his author status to get his ethics of recognizing the 
other across to the reader. The blurb is also a summary of his opinion, and a warning 
about the ‘palestinazation’ of states. He stays away from the term ‘Balkanization’ even 
though it applies in the context in which he writes. At the same time his signature is also 
an autograph for those readers who have purchased the book because of Juan Goytisolo’s 
established authorial status. There is a paradox in the interplay between the presentation 
of his ethics, as a greater good this author provides for his reader, and his celebrity status 
without which he could not begin to propagate his message.   
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This paradox and the inseparable question of morality are also necessarily tied in 
with the market. Books like these are commodities and have been published in multiple 
editions and languages. Alison Ribeiro de Menezes points out a minute, yet arguably 
significant detail, about the publication time of Cuaderno being in late August, when 
many Spaniards are on their traditional annual holiday. He does this in order to 
deconstruct Goytisolo’s own critique of voyeurism by those who seek out violence for 
touristic leisure, as “his intention is that the Cuaderno de Sarajevo should, likewise, 
wound its reader, carrying an incendiary device right to the very heart of tourists on their 
towels on Spanish beaches in August” (227). An awareness of their visible status in 
contemporary Spain creates anxiety for the authors who find themselves straddling 
between surrendering their position or wholly embracing it by using it to influence their 
readers.  
 How does the examination of authorship or the writing process allow us to 
understand spaces of violence, and more specifically, spaces marked by unrepresentable 
events of trauma? How does the author articulate the space to highlight the 
unrepresentability of bearing witness? I argue that Goytisolo’s fiction, when considered 
genealogically, including the Álvaro Mendiola trilogy as a pillar. My analysis is divided 
as follows: in the first part of the discussion, I address Goytisolo’s impactful text Don 
Julián and its impact on how the author portrays the idea of national self-examination by 
carrying out an imaginary revenge against his nation from outside its borders. Then I 
focus on Cuaderno de Sarajevo, and examine how the space of the cuaderno functions as 
the author’s displacement of the act of bearing witness. It is not a typical exoticizing, 
often degrading, Balkanist travelogue Todorova describes, but rather it comes off as more 
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reflective of the self, and in fact, very critical of Spain’s own past especially regarding 
the Jews and Muslims, and the Spanish Civil War. Finally, a discussion of El sitio de los 
sitios will follow, exploring Goytisolo’s historical examination of identity through the 
idea of authorship, specifically in looking at how the novel’s postmodern narrative and 
multiplicity of narrative voices shows a troubled epistemology of othering in Western 
societies, and how this has plagued Spain throughout centuries. By contrast, El sitio de 
los sitios, with its novelistic genre, allows the traumatized author to push the boundaries 
of the space of the written text thus creating another interruption. 
 With the consideration of what it means to bear witness comes an inherent 
questioning of genre. Goytisolo privileges the novel due to its transformative power, and 
uses it to build on the Cuaderno by making his creation the ultimate witness. Here I 
demonstrate that the novel El sitio de los sitios and its role in the breakdown of author 
subjectivity as a way to create the witness. The hybrid nature of these texts, and of the 
novelistic genre itself, lend themselves for the purpose of bearing witness and becoming 
the witness, instead of their authors. Metatextually, these texts also question the notion of 
genre in general.  
 The challenging of genre emerges out of a responsibility both authors express for 
the act of representation, more specifically, that of the violence of the Other. The 
unbreakable link between representation and responsibility places the connection 
between lived experience of seeing or being part of violence and discourse at the center 
of the discussion. The interruption, mediated by the symbolic realm of language, contains 
a purpose of a sort of poetic re-evaluation of one’s own identity. Goytisolo’s texts are 
aware of the, 
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          … irreducibility of experience to discourse, and at the same time the fact that         
 experience is always communicated in a mediated form. It is at the moment of         
 representation that the conventions governing the form itself take on an 
 ideological charge. This link between representation and ideology is 
 formulated by Bates in two concise statements: 1) ‘All war stories are implicitly 
 moral, just as they are implicitly political’ (1996: 264), and 2) ‘The politics of a 
 story is thus expressed as a poetics and can only be experienced that way’ (1996: 
 216). (Monegal 33) 
Goytisolo’s politics are subversive, and are expressed through the play of genre. His 
journalism is engaged, and his novels are experimental. He does not glorify war and its 
battles or heroes, but rather his texts, “illustrate the need to move away from the epic 
representation of war, to avoid complicity with discourses which endow wars, and 
violence, with meaning. The narrative poetics can thus be read as a commitment to a 
politics of representation that resists co-option by hegemonic explanations of the event, 
particularly those of the media but also those of historiography” (Monegal 29). Hybridity 
is inevitable in representations that bear witness to violence and question the act of 
representation itself.  
         Juan Goytisolo, novelist, poet, essayist, and journalist and one of Spain’s most 
recognized and renegade literary figures, was born in 1931in Barcelona and died in 
Marrakech in 2017. He was born to an aristocratic family, and has since struggled with 
coming from privilege, which is reflected consistently in his overall body of work. His 
mother was killed during an air raid in the Spanish Civil war in 1938. Also, upon 
searching through family records he discovered his grandfather’s oppressive past (he was 
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a slave owner in Cuba). Goytisolo is also well-known for his renegade attitude toward his 
home country because of its violent history and politics. His earlier works were censored 
in Spain during the Franco regime, and were instead published in Mexico. Goytisolo has 
lived in self-imposed exile since 1956, first in Paris, and currently in Marrakesh, 
Morocco. His work is linguistically experimental, and explicitly critical of Spain’s 
painful past. Goytisolo often deconstructs the subjectivity of his protagonist to such an 
extent that we can clearly see the effects of the traumatic past in the individual. While we 
should be careful not to conflate the author with the protagonist, this seems impossible 
with Goytisolo. By using his own biographical information in creating his characters, he 
does not want the reader to distance himself too far from Goytisolo, the author. 
         He consistently provokes the public in his work in which he critiques the 
perpetual Western violence toward the Oriental Other, or as a 2006 New York Times 
article labeled him, “the Anti-Orientalist.” Self-exiled, Goytisolo challenges the dominant 
notions of Western identity by placing himself, as the author, inside and outside of it. As 
one of the most prominent writers of contemporary Spanish literature, and also a product 
himself of the Francoist ideology of nacionalcatolicismo, he chooses to reside in 
Marrakesh, and in that way subvert the mark of his identity as a Western literary figure, 
or the author. His works above all seek to expose the complexity of Western chauvinism, 
through his own unique Babelization style containing the very shrewdness of his long-
term political judgment of the West (Eberstadt 1). 
 Scholars who write about Juan Goytisolo often cite his friend, Mexican author 
Carlos Fuentes, who praised Goytisolo’s defiant attitude toward his homeland. Fuentes 
referred to his questioning of Spain as monumental. He “likens Goytisolo to the Irishmen 
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Swift and Joyce: “exiles condemned to live with the language of their oppressions, digest 
it, expel it, trample on it, and then resign themselves…” (Jaggi 1) Goytisolo himself is a 
child of the Spanish Civil War, which has marked his entire career. Regarding Franco as 
an oppressive paternal figure, Goytisolo positioned himself with the leftist Communist 
ideology, however his relationship with the communists only lasted until Franco began to 
open Spain up to the rest of Europe in economic terms. He predicted that it would not be 
due to the efforts of the Communists that the dictatorship would end, but rather due to the 
process of modernization. He disassociated himself from the Spanish Communists, as he 
explains: “By the mid-60s, 2m Spaniards were emigrating, and 15m tourists came with 
their customs and freedom: society was changing. I was right, but it was sacrilege. I 
found myself banished by Francoists in Spain and attacked by the Communist party in 
exile. I decided not to write about Spanish politics till after Franco's death” (cited in Jaggi 
1). The very persona of “Juan Goytisolo” being rooted in a series of interruptions is what 
makes this author-witness tension a condition for hospitality that not only places the 
author in the host role and the witness in the guest role, but rather, an interrupted subject 
like Goytisolo becomes a carrier who can exist transnationally.   
 In his analysis of Conde Julián, Brad Epps explains the radical subversion in 
Goytisolo’s narrative as it “raises criticism of the Francoist regime to the level of myth” 
and whose political aim is “liberation through destruction.” The novel traces a circle of 
pain inflicted by the regime on a subject who is no longer on the Peninsula and is looking 
at it from Africa, imagining its total and utter destruction as each of the four chapters 
becomes increasingly more violent and more unreal than the preceding chapter. The 
second book in the Álvaro Mendiola trilogy, Conde Julián, 
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 has been instrumental in securing Goytisolo a reputation as a writer in opposition, 
 an unconventional and independent thinker, a staunch defender of marginal 
 positions and unpopular opinions, and fervent critic of dominant ideology. The 
 impact of reputation on reading should not be underestimated. Extrinsic and 
 extratextual as it is, Goytisolo’s reputation as an uncompromising defender 
 of the varieties of human freedom conditions the readings of specific texts, 
 leading critics to attribute them ‘good intentions’ and a familiar sense of moral 
 responsibility even when intentionality and morality are themselves targets of 
 attack. (Epps 23) 
Extratextually, this is an author whose identity has also become symbolic in terms of 
defiance. We should remind ourselves that he is considered to be the greatest living 
Spanish author, but who, at the same time, has not been a member of the Real Academia 
Española. Only recently (in the last decade) has he been awarded the some of the major 
literary prizes in Spain including the National Prize for Spanish Literature (2008), Premio 
Don Quijote (2010), and the Miguel de Cervantes Prize (2014). Perhaps we can argue 
that only the Spain of the twenty-first century, after decades of active censorship of 
Goytisolo’s work, is able to deal with and accept the criticism by its greatest living 
author. A Spain that has had no other choice but to start facing its past including 
awarding recognition to those who sacrificed their identity for a culture they love, and 
have pushed back on the politics they hate.  
 Epps’ analysis of Don Julián results in a focus on what he calls “scandalous 
repetition,” not solely because the protagonist’s revenge is so extreme, countering 
Catholic morality through sexuality, but also because it interrupts. Epps uses the meaning 
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of the Greek word skandalon meaning trap or stumbling block in order to fully 
comprehend the significance of Don Julián’s violent imaginative revenge on his 
homeland. The interruption here is not an outside occurrence or event, but rather it is a 
creation of the very author who feels as though official history of the Spanish nation has 
interrupted his identity by masking the elements of an Arabic past. By narrating a 
scandalous story that progressively becomes more violent and unreal with each chapter, 
the protagonist hosts the alternative memories of his own nation by physically being in 
Northern Africa. In this novel, “the past is reiterated in order to trip up and impede the 
inexorable movement of history” (Epps 36). However, we must bear in mind that Don 
Julián’s version of recounting a revenge fantasy as an alternative to official history is not 
a simple semantic inversion of correcting what is considered evil to good, but the very act 
of repetition and re-presentation seizes history and disrupts the supposedly unidirectional 
progress by foregrounding its dependence on memory, and on the vagaries of subjectivity 
(Epps 36-37). This dependence on memory is what allows for the interruptions, and 
should be seen in terms of hospitality. In this text, we can see the early seeds of what 
Goytisolo does in his texts at the end of the twentieth century. We can observe a 
development of how the role of host and guest impact the fight against an unevenly 
written history that requires to be interrupted. Therefore, as Epps points out, given the 
weight of Spanish History, Julián cannot orient his quest toward the future but rather he 
must re-orient it toward the past.  
 There are several biographical moments that serve to impulse his re-orientation 
toward the past including his mother’s death in an air raid in Barcelona during the civil 
war, sexual abuse perpetrated by his paternal grandfather, and discovering that his 
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grandfather was a slave owner in Cuba, and his own sexuality. Through this set of 
circumstances, we can clearly see the development of Goytisolo’s literary trajectory out 
of a life deeply affected by imperialism, nationalism and religion, all bound up in the 
confines of his culture and language, which he cannot escape. Instead, the Spanish 
language is the vehicle for “this rigorous re-orientation is, in fact, a re-orientalization, a 
return to and recuperation of the buried Orient that Spain refuses to unearth, that it 
professes to have transcended. To repeat the past of the Spanish nation is thus to re-orient 
it, to re-present it as a space of scandalous sexuality that that blocks the pure progression 
of History and stumbles the lessons of the status quo” (Epps 37). Goytisolo’s impulse in 
this re-orientalization is to be the host to a more honest and open, truth-oriented version 
of Spanish history. He refuses the version that claims Catholic Spain as the host, while 
the Muslims and the Jews were simply guests on the Peninsula. He understands this 
relationship as one of roots and ancestry. Hospitality for Goytisolo does not mean telling 
his audience that the Muslims invaded Spain, and were pushed out by the victorious 
Catholics. His is a search for an epistemology beyond the dichotomy of winners and 
losers.  
 This chapter further explores Goytisolo’s writings from Bosnia from the 1990s, 
twenty years after Conde Julian, as an attempt to demonstrate the persistence of the same 
criticism, but a more evolved one. His criticism of History has become tangible with the 
war erupting in the Balkans. His earlier writings that were precisely warnings against 
mass atrocity become real in Bosnia. Jaggi writes,   
 In a lecture in Oxford, entitled "We are all Bosnians", he called for intervention. 
 Where, he asked, were the Hemingways and Orwells to defend secular citizenship 
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 - "the most important part of the French revolution? I was convinced that after the 
 second world war and the Holocaust some things were impossible in Europe. But 
 I discovered in Yugoslavia that my conviction was wrong; everything is 
 possible." (Jaggi 1) 
He appeals to European values, and calls for responsibility toward the fellow European 
citizen. The possibility of repetition of atrocity opens up a space for reevaluating the role 
of witnessing in terms of hospitality: who belongs where, who watches it, and what they 
do about it. The very title of his lecture, “We Are All Bosnians,” implies a blurring of the 
host and guest roles, the witnesses are placed together with the victims to ask for 
solidarity because European identity does rest on what is being destroyed in Bosnia.  
 Returning back to Don Julián, we can think of his revenge and the potential 
perpetual repetition of it because of History, “For as Julián triumphs, as Alvarito seems to 
be transfigured into a sort of Islamic messiah, historical reality reasserts itself, 
remembering both Alvarito and Spain in the process: remembering them for all the 
difference of repetition, as the same as ever” (Epps 31). It is important to keep in mind 
that Alvarito’s messianic rebirth occurs from the uterus of Isabel la Católica. Not only do 
we observe a reconfiguration of identity arising from its virgin material (Viestenz 77), but 
I would also argue for a reconfiguration of hospitality given that Alvarito’s messianic 
resurgence from the insides of a Catholic queen, his supposed original home represented 
by the uterus. Islamic Alvarito has been hosted by a Catholic uterus after it was raped by 
adult Álvaro’s climb up Isabel’s vagina, and reconfiguring what entering and exiting 
might mean to an individual. Alvaro may have entered as part of his revenge plot, but the 
little boy that exited the queen’s body, is at home as a Muslim in Madrid. Goytisolo is 
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making his audience reconsider what we understand by hosting. Whom does the queen’s 
uterus host? Whom does it (re)produce? 
 Goytisolo’s own understanding of hospitality is linked to the idea of inbreeding, 
which perhaps explains why Queen Isabel’s uterus is able to produce Muslim Alvarito. In 
reference to vitality, he affirms that it lies “in its capacity to assimilate foreign influences. 
The culture that's defensive and closed condemns itself to decadence. […] “I've spent 
almost all my adult life outside Spain. I compensate by trying to live inside Spanish 
culture. Everything I wrote after Count Julian was a dialogue with Spanish literature. I 
know many writers who want disciples, imitators. But I'm looking for ancestors.” This is 
a clear emphasis on understanding the host-guest dynamic in which he is a product of a 
certain culture, ideology, and blood line. There is a consciousness regarding what it 
means to reproduce, whether thought or bodies, by not specifically and blindly seeking 
his disciples, but rather, his ancestors.  
 As Epps explains, “He mocks the Spanish obsession with pure language and pure 
blood, stripping the Spanish tongue of every trace of Arabic, from the river ‘Guad-el-
Kebir’ to the multipurpose exclamation ‘olé’, and donating tainted blood in a perverse 
response to a Red Crescent sign which reads: “donnez votre sang, sauvez une vie” (28). 
 Much of Goytisolo’s criticism of Spain comes from his own lack of identification 
with the heteronormative way of life prescribed for him by his nation. This is another 
reason why he able to implement a fictional, fantasy revenge plan against the norm on the 
Northern side of the Strait of Gibraltar so to speak. He is able to stand down underneath 
Spain and attack its ideology bottom up. In fact, this approach to using his imagination as 
a way of resistance is more than just another subversive strategy to fight power, but rather 
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it is another alternative to how we might read the history of our nations. Linking sexuality 
to forms of interpretation is useful in thinking about hospitality. When one’s sexual 
identity or behavior does not fit the norm, she is no longer welcome, thus becoming an 
outsider who still feels as an insider, however with more desire to alter and affect the 
inside from the outside as Goytisolo does in Don Julian. This geographical freedom 
appears as a catalyst for emotional and intellectual release:  
 What apparently cannot be experienced “at home” is to be found “on the road” 
 (be it actual or imagined), particularly … the idea of “making love in novel 
 environments … one of the headiest experiences travel promises.” … If Europe 
 offers the narrator the first stage of this geographical-sexual mobility, North 
 Africa plainly signifies his discovery of the ultimate manifestation and expression 
 of physical freedom.” (Schaefer-Rodríguez 162) 
In addition to this analysis of freedom, it must be added that that same freedom is 
predicated upon the fact that this is an author who exists in the cultural imaginary of his 
nation beyond just his flesh and blood. To reiterate what Menezes de Ribeiro has 
articulated in The Author as Voyeur, he has become ‘Juan Goytisolo’, a sort of brand of 
defiance, a self-authentication that justifies the cultural and political stances Goytisolo 
takes as his signatured assertions becomes a matter of (intellectual) property. Stemming 
from this, the author has more freedom to exert his revenge on the page, where he claims 
anything is possible (127). In fact, according to Ribeiro de Menezes, in his works on 
Bosnia he turns voyeurism into a means of asserting his own political views (132). This 
dissertation argues that his voyeurism with a purpose is precisely witnessing with all its 
ethical responsibilities implied. Because Goytisolo’s signature holds such cultural capital 
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makes him exactly the kind of social actor who is considered a witness in post-Holocaust 
Europe.  
 So what is the purpose of reviving the legend of Don Julian? Brad Epps argues 
that it is a question of memory in Spanish society,  
 self-concentrated and self-absorbed, memory distills an ever more potent hatred: 
 of the past, of history, of memory itself. Personal and private, humiliating and 
 hateful, memory reveals itself here as at once narcissistic and self-destructive, 
 forever reviving an inner strife, forever rewriting an anger whose elusive 
 objective is memory’s own forgetting. (Epps, “The Politics of Ventriloquism” 
 276-77) 
It magnifies hatred, and the author is able to remember himself as another giving him an 
anonymity that makes the personal also universal. 
 
Cuaderno de Sarajevo  
         In Cuaderno de Sarajevo, Goytisolo “brings with him his own trademark—‘Juan 
Goytisolo’ as by-line or culturally significant signature—which offers certain guarantees 
to the reader” (Ribeiro de Menezes 220). He takes his reader to the siege of Sarajevo in 
which he is the writer/narrator. Goytisolo takes advantage of his authorial and public 
figure status to narrate the story of the siege of Sarajevo in short essays with many 
comparisons with the Spanish Civil War, ethnic, political, and economic differences, and 
denouncement of international institutions with the overarching goal of creating a 
universal collective memory. The comparisons with the Spanish Civil War are “highly 
emotive assumptions, especially for a Spanish reader. The comparison between the sieges 
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of Sarajevo and Madrid—both cities could be said to have heroically resisted the 
onslaught of nationalist forces in the name of freedom—seems calculated to engage a 
home audience in distant events.” (Ribeiro de Menezes 223-24) For Goytisolo, this place 
is an “extraño hogar,” which could easily be either Castilla or Andalucía9 (Cuaderno… 
41).  
 Critics have frequently pointed out that when it comes to mass violence there is a 
desire to see things through the lens of the Holocaust and measure the magnitude and 
impact of the event in terms of the importance the Holocaust has had on human history. 
In the case of Spain and these texts, that occurs with the Spanish Civil war with phrases 
such as “como en nuestra guerra civil.” The use of the possessive adjective reaffirms 
Goytisolo’s own identification with the Spanish nation, even though he often attempts to 
dissociate from it, and furthermore, identifies that the expected reader of the Cuaderno is 
a Spanish person.  Authors and scholars engage in such comparisons, as their goals are to 
revise the official meaning of the civil war by looking at it through a post-World War II 
lens, which is one of fervently denouncing ethnic cleansing and actively promoting 
universal human rights.  
 Consistently throughout this text, Goytisolo attacks the attempts at purification 
and ethnic cleansing by the Serbs, and depicts it as a universal problem in which Spain 
has a particular guilt given its treatment of Jews and Muslims historically. Not only are 
the people condemned to death for an arbitrary reason, but this purification project is a 
priori condemning collective memory to death and extinction. He uses the example of the 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9 A transference of location through imagination is also performed in Marco Antonio de 
la Parra’s play Madrid/Sarajevo and Albert Mestres’ Sarajevo 1714 using Barcelona.!
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burning of the National Library to denounce the vengeful flames of purification (56). The 
medieval, fundamentalist national myth of the so-called Great Serbia10 is to blame for the 
memoricidio inflicted not only upon the Bosnians, but upon the entire world civilization.  
 The text draws a direct connection with a mythological interpretation of history in 
Spain for the sake of maintaining Hispanic essences. Therefore, Al Andalus was 
interpreted by Spanish historians as a mere interruption of the Romano-Visigoth tradition 
out of which the eternal Spaniard surged (Cuaderno… 111). All historical anomalies are 
explained as an interruption of the nation in flow, and the war in Bosnia, then, is another 
interruption, that opens a discussion of what our societies have learned from these types 
hegemonic Histories. Goytisolo ultimately calls his audience to stop at the interruption 
and analyze it, and not allow it to simply be overlooked in the grand narratives created 
from national myths.  
 This is why Goytisolo’s version of journalism is not one of the objective Western 
journalist, but that of one who has a responsibility and ethics to produce a witness. 
Ribeiro’s strong critique of Goytisolo’s ‘attached’ approach to the representation of the 
siege of Sarajevo speaks volumes when he states that the failure of the West to react is in 
large part blamed directly on the Spaniards themselves and their own history of ‘limpieza 
étnica’ with the expulsion and destruction of the Muslim and Jewish cultures in Spain 
five centuries prior to Sarajevo. Goytisolo praises the work of correspondents and their 
success in proliferating information during the war. The problem is not access to 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10!The myth of Great Serbia comes from the nationalist ideology to unite all Serbs living 
on territories that are traditionally significant to Serbs. This dates back to the memory of 
fourteenth cetury when the Kingdom of Serbia controlled much of the territory of 
Southeastern Europe.!!
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information, but rather an apathy or lack of ideological engagement on the part of the 
public. There are many ethnic conflicts occurring in the world causing indifference 
among the intellectuals (Cuaderno… 98). An in comparing it with the Spanish Civil War 
once again, this war lacked its Hemingways, and as Goytisolo writes, “A diferencia de lo 
ocurrido en Madrid en 1936, ninguna Brigada Internacional ha acudido en socorro de 
Sarajevo” (133). He blames the exhaustion of the democratizing forces at the end of the 
twentieth century.   
 The comparison continues through the denouncement of purification and ethnic 
cleansing that took place in Spain: “La purificación y limpieza – prejuicio y monomanía 
de la sociedad española de los siglos XVI y XVII – reaparecen […] en el lenguaje 
nacionalista y ultraortodoxo chetnik para justificar hazañas” (117). Homogenizing and 
racist discourse containing the same elements lives on centuries later not too far from 
Spain, and has not been overcome in our collective memory. Europe has not progressed 
in terms of the ‘never again’ promise and the proliferation of universal human rights. 
While these discourses justify wrongdoings and atrocities, the activists and democratizing 
societies are fatigued. Twentieth century had, in fact, exhausted everyone. Writing the 
text as a witness, not simply a testimony, is imperative for an author like Goytisolo, who 
considers his ethical responsibility greater than the recognition he may obtain as an 
author figure. 
 Cuaderno further sheds light on the problematic of the travelogue by a Western 
author depicting the Balkans. As Todorova affirms in Imagining the Balkans, “the 
balkanist discourse, rampant as it is, has not equally affected intellectual traditions or 
institutions. It is present primarily in journalistic and quasi-journalistic literary forms 
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(travelogues, political essayism, and especially this unfortunate hybrid— academic 
journalism), which accounts for its popularity” (19). The quasi-journalistic work is seen 
as a lower form of literature worth representing the Balkans, and we can argue that 
Goytisolo is aware of that fact in that the space of his cuaderno is occupied by a self-
reflective stance on the war violence, not the mention that he further distances himself 
from the balkanist discourse by writing a novel, and acknowledging the complexity and 
implications of the Balkans on the West, and more specifically Spain.  
 In a somewhat literal approach to hospitality, we see Goytisolo’s description of 
the Holiday Inn, “cuyos pisos dan al vestíbulo como las galerías y celdas de una gran 
cárcel, parece una metáfora de la ciudad, prisión de lujo plantada en medio de un vasto 
campo de concentración de presos en régimen abierto” (50). This is one hotel which 
during the war contained the most cosmopolitan businesses in the besieged city including 
Restaurant Internacional, Restaurant Bosnia, Restaurant Herzegovina, a nightclub, a 
casino, a duty free shop, an exchange, and a cafeteria. Housing only journalists and 
humanitarian aid workers, and their interpreters, the hotel had a few other select clients, 
those Bosnians who could afford a beer or another drink. For Goytisolo this place shows 
that even in war, economic hierarchies are at play, and he recognizes his own privilege in 
this, as someone who has a certain amount of safety and can afford to buy himself the 
basic necessities. The hotel is a space for witnesses who act as hosts and guests. They are 
hosts in the sense that they are business clients representing a western normalcy in the 
midst of chaos, and obviously guests, as they are housed by the hotel. The mix of global 
and local businesses in the building precisely demonstrate this reversible relationship 
between hosts and guests in the witness position. The three restaurants represent Bosnia, 
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Herzegovina, and the world (International). One can feel like she is visiting either part of 
the nation-state, or go beyond that, and act in a cosmopolitan fashion. With the exchange 
and duty free shop, the place gives us a sense of some connection to the outside world, 
but it is obviously not available to everyone. In fact, “Sarajevo es un microcosmos en el 
que por la conducta y acción cotidiana cada cual descubre su hilaza. La desdicha y 
miseria de unos – la inmensa mayoría – aprovechan y enriquecen a otros” (51). The 
actual city and its microcosmic representation of the way the world works tells of how 
space is configured in the geographical realm and in the textual realm, moving from a 
panopticon to a book, which allows for another type of witnessing.  
 The space of the text is a principal concern in Cuaderno, as it is loaded with text, 
images, and captions complementing each other. The different elements work to 
manipulate the space of the cuaderno, and present the crisis of war with a sense of 
urgency, as the text is conscious that a new kind of discursivity is necessary to give the 
account of the horror of war and the asphyxiation of the siege. The reader finds himself 
oppressed by not being able to leave the frame of the text because it seeks to affect his 
conscience (and perhaps the way he handles violence) (Perdomo 3). The sense of urgency 
transmitted here through the tight control the space of the book is representative of the 
trauma experienced by the author whose job placed him in the role of the ultimate 
witness; a witness who has no other choice but to watch, and perhaps, react ethically 
beyond the code of journalistic ethics. Therefore, we can see Cuaderno as Goytisolo’s 
attempt to use his own space, that of language, to react ethically to violence, and in 
addition, to provoke the ghosts of the Spanish past. Similar to Sontag’s urging of the 
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spectator to react empathetically to images of violence, Goytisolo presents ethics to his 
reader as that which is beyond informing, but starts provoking.  
 The space of the Cuaderno preoccupies itself on many occasions with making 
connections between the culture in the Balkans and Spain – a space where Goytisolo 
finds himself and a space from which he comes and often denies. He has often claimed 
that the only tie he has with his homeland is the language that he cannot rid himself of. 
Language travels in one’s body, everywhere one goes, and while mobile in that sense, it 
is still always immobile and static belonging with one’s body. Language is one way we 
can understand the concept of ‘home’ when political categories collapse as they do in 
times of crisis and conflict. While getting to know Sarajevans in times of crisis, Goytisolo 
introduces his reader to David Kamhi, a Sephardic Jew, descendant of the Sephardic Jews 
expulsed from the Iberian Peninsula, who denounces the lack of support from Spain as he 
claims to be Spanish on the basis of language. His first language is Castilian, and it is this 
logic of ‘home’ that Kamhi is following, the same one that Goytisolo understands.  
 While interviewed by Goytisolo, Kamhi asserts his Spanishness when he says, 
“soy bosnio, soy judío, soy español […] Mi primera lengua fue el castellano” (60). He 
further proves his Spanishness by mentioning he created the Asociación de Amistad 
Bosnio-Española, and attended the events of the quincenntenary in Madrid and has even 
greeted King Juan Carlos I. Language as home becomes the primary way Kamhi 
understands belonging because, “Los judíos no tenemos siquiera un lugar en donde 
enterrarnos – dice al despedirse. Nuestro cementerio está en la línea del frente. Los 
chetniks han cavado en él sus trincheras y lo han profanado” (62). He evokes the figure 
of the Wandering Jew who was forced to leave Iberia, but this time, his destiny is a 
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permanent home in the trenches of the Chetniks. In his tone, Kamhi places the 
responsibility for this on Spain, and the original expulsion in the fifteenth century. With 
his inclusion in Cuaderno, his voice serves as the echo of Goytisolo’s own voice that 
demands recognition of this part of history, and possibly some reparations by providing 
help during the Bosnian war.  This indicates the author’s own awareness of his role as the 
carrier, as he is able to include and trace the voice of the Sephardic Jews to his own.  
 
El sitio de los sitios 
 
         El sitio de los sitios is a postmodern novel with several plot lines, written with the 
mark of Goytisolo’s own unique experimental avant-gardism. Its very title interrogates 
the notion of the word as a signifier that should stand for, or represent, but its multiple 
meanings facilitate and at the same time complicate the act of representation. The word 
‘sitio’ carries several meanings including an occupied space, a terrain that serves for a 
purpose, and a country house. Considering these three basic definitions of the noun ‘sitio’ 
we can see the complications of representation that Goytisolo wants to emphasize. There 
can be an occupied space that is also a home or a retreat in the country, but either way, it 
is a space with a purpose for something, as is the space of the written text for Goytisolo. 
Beyond the meaning of the noun itself, the grammatical number speaks volumes about 
the multifaceted type of ‘sitio’ the reader is about to experience11. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
11The novel was translated into English in 2002 under the title State of Siege. Its English 
title indicates some limitations of translation as well as the choice of language that 
attempts to transmit Goytisolo’s message but ultimately being unable to express its 
complexities. 
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         The novel is set during the siege of Sarajevo in 1993, and what is particularly 
intriguing is that Goytisolo himself uses the word ‘cerco’ to actually refer to the siege, 
even though his title plays with this possible meaning, as I have already mentioned. The 
main plotline concerns an unknown traveler, who arrives at a hotel in S., which we can 
assume stands for Sarajevo especially if we have read Cuaderno. The hotel is only known 
as H.I., and it is presumably the Holiday Inn where the world’s journalists gathered to 
report on the war. 
         The protagonist is “de una sesentena de años, vestido con una zamarra verde” 
(25). These are Goytisolo’s marks of identity during the Bosnian war, specifically age as 
well as the choice of clothing12. From the start, it is not clear what he is doing in 
Sarajevo, but the next day he is killed by a mortar that hits his room. The commander of 
the International Forces (who is a Spanish man) comes to investigate, but when he 
removes the blanket from the corpse, he does not find a body. The guards have no 
explanation, and claim that the body could not have been moved without their knowledge 
further adding to the mystery. When the investigator goes to check the man’s passport, he 
finds that it has also disappeared, despite the clerk saying he put it in a drawer, and no 
one took it. Moreover, contrary to normal procedure, he did not note the details of any of 
this. The only clues are a series of poems signed J. G. (Goytisolo's initials) and written in 
Spanish, and a novel. As we can see, the process becomes difficult to trace as the archive 
of his arrival and stay in Sarajevo is non-existent, leaving literature as the only tool that 
can be used in resolving this mystery. Being Spanish, the commander decides to 
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12He wears the green jacket in the photo with Susan Sontag that appears in Cuaderno de 
Sarajevo. 
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investigate, but since he is missing clear archival clues, his investigation acquires a 
philological flavor. He narrates, “Por mi parte, voy a proceder a la lectura y clasificación 
de los textos mecanografiados y poemas confiando en que arrojen alguna luz sobre la 
identidad del difunto o desaparecido y las razones de su viaje a esta República con riesgo 
evidente de su vida” (25). He recognizes the value of representation in the investigative 
process that is part of an always-incomplete archive, which exists outside, and is only a 
trace of the event, not the event itself. The texts are the only indicators through which he 
might interpret the details about the subjectivity of the author who is likely traumatized 
and appears to be in search of more trauma since he has arrived in this Republic that 
presents an evident risk to his life. 
         Upon reading the poems, which he finds disgustingly pornographic, he concludes 
they promote sodomy. The book left behind, interestingly enough, turns out to be the 
novel we are reading and even describes the death of the author before it has happened. 
The text focuses on the incompleteness of the narrative and relies on the reader’s 
awareness of the violent interruption of the flow of human existence. The commentary 
here about the commander being a Spanish man places the institutional responsibility on 
Spain to understand what is happening and to resolve the problem. This is part of 
Goytisolo’s own critique, as he believes Spain should have a specific ethical 
responsibility to address the conflict in the Balkans, as Spain has itself dealt with similar 
problems in its own history of ethnic cleansing and civil war violence. The fact that the 
investigator considers the collection of poems pornographic points to an excuse for not 
intervening on time, as it is something in which we should not engage or look at. 
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         The direct rejection of the poetry points to Goytisolo’s personal critique of a 
supposed Spanish inability to accept otherness, or an incomplete Spanishness. In fact, for 
the commander, 
         Un simple repaso de los poemas del enigmático ‘J.G.’ revela con claridad que se 
 trata de un invertido. Los versos, sobre cuyo posible valor estético no me 
 pronuncio, reproducen una serie de imágenes y actos que, con el disfraz de un 
 lenguaje sibilino y artero, constituyen una descarada apología del vicio. (43) 
In this passage the supposed perversion of the poet is labeled as “un invertido,” or simply 
homosexual. There is no doubt in any of this since the commander decides clearly that a 
simple review of the poems indicates the backwardness of the author’s mind. The 
commander performs a rudimentary close reading of the poetry, and while he 
purposefully chooses to not comment on the aesthetic value of the verses, he is certain 
that the images, and above all acts represented by those images, are perverted even 
though they appear masked behind an important language. The commander recognizes 
the power of representation, obvious in the fact that he passes judgment on the text itself, 
reminiscent of Francoist censorship, and even further in history, the Inquisition. 
         Finally, the commander’s investigation results in no logical reason as to why the 
man was there, and how he arrived there in the first place. The narrative intermixes the 
descriptions of his investigations with the descriptions of the siege of Sarajevo itself. The 
siege however is displaced, and portrays episodes of ethnic cleansing of various groups, 
particularly the Jews, taking place in Paris, and not in Sarajevo. While the rest of Paris 
goes on normally, the only indications of violence is that the metro avoids the stops at 
which the violence is occurring (that are under siege). This further illustrates Goytisolo’s 
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critique about the rest of the Western world ignoring the siege of Sarajevo. For Ribeiro de 
Menezes, “Ethnic conflict in Sarajevo is thus universalized – and arguably trivialized – 
by this appeal to the workings of fate, as it is also by the imaginary relocation of the siege 
to a district of Paris” (Ribeiro de Menezes 139). Her argument here regarding the 
trivialization of the universalized conflict may have been valid to some extent at the time 
of publication because such a violent scenario seemed highly unimaginable and therefore 
unlikely in Paris, but in the contemporary moment, this can no longer be said. This 
“arguably trivialized” conflict in the imaginary relocation has turned into a real fear 
based on executed attacks, ironically making Goytisolo a visionary, not a voyeur.  Re-
reading this episode leaves us with considerations of how much can a witness (with the 
power of his signatured identity) do? His role as a host of Others’ memories becomes 
magnified, allowing us to further reconsider the terms of hospitality. !
         In the Paris episode, the reader is introduced to a character only known as the 
defecator, who, according to the narrator, could be “energúmeno o santo” with his 
prophetic voice in the subway station announcing the beginning of war. While the 
subway users observe him defecate, and yet pretend to be too dignified for that, he 
responds, “… sí, estoy cagando! miren bien toda esta mierda! es mía y bien mía! nadie 
puede impedirme cagar! es el único derecho que me queda!” (38). His angry and 
pessimistic reaction to those ignoring him expresses an outrage for the suffering of others 
that should not be ignored. By defecating in public, and performing a private activity in 
public, the “prophet” privatizes the public space13. In the symbolic realm, the defecator 
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13!He shows how such a threatening display undoes the Event (Žižek 157).!
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has a connection with the figure of the caganer, a Catalan figurine placed in nativity 
scenes depicted cagando in order to fertilize the land. Whether it is to fertilize the biggest 
event of Christianity or to protest the event of war, defecating or cagar is an act of 
extroversion by an invertido o introvertido. 
         The second part of the book begins with the destruction of the national library in 
Sarajevo, and with it, the extensive collection of Arab, Ottoman and Persian manuscripts. 
Following this event, the reader witnesses a conversation between a literary scholar and a 
historian, both of whom are devastated by the destruction of the library, as their identities 
as scholars have been placed in jeopardy by the annihilation of the archive. This event 
pushes them to reframe who they are as scholars, as Zizek asserts. However, when that 
sixty-year-old man arrives at the hotel and registers as Ben Sidi Abú Al Fadaíl, a Muslim 
saint, whose biography one of the scholars has been writing. His excitement is evident at 
the prospect of having found the actual subject of his work rather than just searching for 
the trace left in an archive – an archive that no longer exists since the library has been 
destroyed. But when the mortar kills the guest in his room14, the scholar finds a 
manuscript confirming the man’s connection to the saint, and his initial reaction is to 
completely cover up the death, but the body is seen by a Dutch diplomat, so the elaborate 
plot from the first part is concocted. The manuscript is removed, and the saint buried in 
the grounds of the destroyed library. The sodomy poems the reader already knows of are 
planted to make the investigators think that the dead man is Spanish. The manuscript he 
used turns out to be one that was found in a second-hand bookshop in Barcelona and 
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14He has heart failure due to the shock of the mortar hitting his room. 
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came from a madman, a perverted sodomite, who had been in a mental hospital in 
Morocco. As the investigation goes on, the reader finds out that there might be some 
connection between the madman J. G. and the Muslim saint, but it is left open to 
interpretation. As we can see, Goytisolo uses his own biographical information to 
complicate his characters, and more importantly, he inverts what the reader expects the 
“author’s” identity to be. He takes the focus off the author, and places it on the narrative 
itself. 
         The text not only plays with dialogue, but also enters into dialogue with 
otherness; the Other who is the reader, the victim, the oppressor, and ultimately, the 
Other that lives within the Self. The polyphony within the text is not merely a 
postmodern narrative game; it is a political choice. The form is inseparable from the 
content, and the dissemination of texts and alternation of narrative voices as it can be read 
as a giving a voice to the voiceless or the vanquished, and moreover, as a challenge, and 
even a mockery of the notion of History (Piccioni 8). The novel as witness challenges 
History and the notion of the author as the central figure on whom the responsibility is 
placed. 
         Returning to Žižek, the event is inherently traumatic as it erases subjectivity and 
gives rise to a new post-traumatic subject in that “our socio-political reality imposes 
multiple versions of external intrusions, traumas, which are just that – meaningless, brutal 
interruptions that destroy the symbolic texture of the subject’s identity” (85). People have 
lived in the midst of violence for centuries, and even “from the very prehistory of 
humanity,” but today’s world, in a disenchanted postreligious era, these events of 
violence are experienced more as meaningless intrusions of the real (85). A post-
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traumatic subject, then, is a victim who survives his own death since a new subject 
emerges when one survives his own death. This death is an erasure of the subject’s 
symbolic identity as there is no continuity after the shock of the event – the subject lives 
death as a form of life (85). Goytisolo is an author who has throughout his career 
positioned himself as a traumatized subject – a product of a traumatizing and traumatized 
nation. 
 The previously mentioned collection of sodomy poems is useful in examining this 
trauma. I analyze one of the poems here that questions the relationship of time, mortality 
and the act of writing:  
En loca carrera contra el tiempo  
(granillos de arena ya escasos en el compartimiento superior) 
multiplicas viajes, fugas, avances, orgasmos, peligros.  
 
En busca del balazo que siega? 
o de una escritura que te escapa y escurre también entre tus dedos? 
 
Muerte y decrepitud te rodean. 
¿Cómo evitar con dignidad la erosión? 
                                                             (Punto final) 
This poem is one of the poems included in the collection of poems found among J.G.’s 
things in the H.I. hotel. The poem is untitled, like the others in this collection, and is a 
combination of imagery of war, writing, and eroticism. This combination of elements 
remains present in Goytisolo throughout decades since Don Julian, but is not used to 
denounce violence in another place (or all places). Given that the reader of El sitio de los 
sitios already knows that this collection is a set of sodomy poems, but upon reading them 
we find that sodomy is not just for the sake of itself, but rather is to provide context for 
the understanding of violence and suffering included in a list of words like “viajes, fugas, 
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avances, orgasmos, peligros.” Being stuck in war can easily resemble sodomy, and it 
ultimately becomes a question of dignity as the poetic voice asks “¿Cómo evitar con 
dignidad la erosión?” Not only is the goal to avoid erosion but to do so in a dignified 
manner interrogating how we deal with the idea of our own mortality. He refers to the 
death instinct when he asks if we are going “En busca del balazo que siega?” as human 
lives are reduced to a “loca carrera de tiempo.” 
 The life-ending bullet for which he rhetorically searches is the same as the act of 
writing because is appears as “una escritura que te escapa y escurre también entre tus 
dedos.” Here writing is like a bullet that escapes him and drips between his fingers. 
Written in second person, this verse creates a discomfort for the reader/receiver of this 
poem who is indirectly made to consider the implications of witnessing, as writing is that 
social act that enables witnessing as it expects a recipient. !
         While it is always important to beware of the pitfalls of conflating the text with 
the author’s own biography, with Goytisolo that is inevitable, as he inserts himself 
blatantly and explicitly into his novels, not allowing the reader to disassociate him from 
the text. I argue that by doing this, he intends to break down the notion of the author who 
is made responsible for only his (especially his controversial) creations, and represent 
him as one who is part of a traumatized society that does not take responsibility for itself. 
In surrendering his status as an author by recognizing the plurality and incompleteness of 
the historical record, he turns the novel into his ultimate witness. 
         Narrative has a testimonial function, which is particularly evident in Cuaderno de 
Sarajevo. The book functions as a narrative trap in its ability to grab the reader and takes 
him/her through the event with the support of photographs, and even the facsimile of 
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Goytisolo’s handwritten comments in the margins. The facsimile requires effort by the 
reader in order to make out the text because of the small size of the font, and intentionally 
messy handwriting. In the margins, Goytisolo expresses his most personal thoughts, and 
creates what appear to be anti-footnotes that push against the notions of a homogenized, 
official History. The text of Cuaderno clings to the reader with all its elements, begging 
to be understood. In other words, it begs that the reader act as the interlocutor to what the 
text itself has witnessed. I posit here that the personal account serves as a testimonial 
attempt to work through trauma, but the novel, as the more privileged literary form, 
serves as the witness of that which is ineffable when it comes to representing trauma. The 
novel then becomes the witness that goes beyond the event, as it places its reader in the 
interlocutor position and makes him consider the political and ethical implications of 
having read such a text. Therefore, the privileging of the novel points to three things: 
 First, it emphasizes the importance of storytelling in Western culture. If we think 
of history as always being incomplete, then narrativity becomes useful when it comes to 
understanding the unstable nature of something like memory. However, privileging 
narrativity in this sense creates cultural and political tension because narrativity and 
conflictive interpretations of the past are inseparable. Based on this, and in the Spanish 
context, it is important to examine the novel as an epistemological intervention as much 
as an ontological one in the attitudes about the history of the Civil war or the history of 
Francoism (Resina, Disremembering… ) This is something that Goytisolo’s work deals 
with consistently during his literary trajectory. Since history is not available in its totality, 
all labor regarding the past is a labor of interpretation. In this way, the novel speaks to the 
power of narrative to transform. It goes beyond the evidential in that it tackles the 
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conundrum of questioning of testimony’s veracity. The novel as genre understands the 
struggles of storytelling in that, as humans, we perceive stories through our senses, and it 
suggests that perhaps this is the genre of narrative that could help us break through this 
trap of representation by making the audience aware of the acts of representation 
themselves, including the fact that novels are reproduced texts that find their way into the 
hands of many readers. 
         Second, the aesthetic quality of the novel has the capacity to respond directly to 
the violence itself, which also needs an audience. What is interesting about the 
aestheticism of the novel are all the working parts present in the text that produce a 
complex piece whose function is able to respond to the trauma of witnessing a war, as the 
novel itself is a product of the modern time that has to create its own meaning. 
         Third, representing the Balkans specifically, it is even more interesting that a 
Spanish author uses the form of the novel instead of a commonplace travelogue that is 
often used to portray the ambiguous exoticism of the Balkan region. As Maria Todorova 
affirms in Imagining the Balkans, “the balkanist discourse has not equally affected 
intellectual traditions or institutions. It is present primarily in journalistic and quasi-
journalistic literary forms (travelogues, political essayism, and especially [the] 
unfortunate hybrid— academic journalism), which accounts for its popularity” (19). The 
quasi-journalistic work is considered to be a lower form of literature worth representing 
the Balkans, and we can argue that an author like Goytisolo is aware of that fact in that 
the space of his cuaderno is occupied by a self-reflective stance on the war violence, not 
to mention that he further distances himself from the balkanist discourse by writing a 
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novel, and acknowledging the complexity and implications of the Balkans on the West, 
and more specifically Spain. 
         El sitio de los sitios becomes the witness of the event caused by the war in 
Yugoslavia. Its author, Juan Goytisolo, driven by his own desire to challenge the 
established notions of “Spanishness,” makes use of the war in Bosnia as a sort of turning 
point in order to reframe the way his Spanish-speaking audience understands mass 
violence, and ultimately, their own history. On a collective level, the novel provides a 
point of access for reconciling a conflicted identity whose marks, in Goytisolo’s view, 
needed to be reframed given that the 1990s were a period in which Spain was at the 
height of its “Europeanization.” On an individual level, Goytisolo’s author subjectivity is 
sacrificed for the sake of creating a text that remains the ultimate witness.  
 
Considerations for Chapter III 
  
 The general sense of responsibility for the Other prevalent in both texts by 
Goytisolo examined here poses an ethics of relating to the Other that is on the margins as 
a guest but is able to be a carrier of experiences and narratives. Spain is able to speak 
about itself because it sees the atrocities in the Balkans. The ability to see thus constructs 
a dialectic that not only serves to denounce and expose the atrocities, but also serves to 
re-examine the frameworks through which the Spanish audience understands its own 
past. By means of narrative, my analysis in this chapter looks at narrative texts as carriers 
that move us beyond an insular mode of studying identity, particularly through the genre 
of the novel in that it provides a vehicle for catharsis.  
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However, it is impossible to talk about the creation of a witness without entering 
into a discussion about the visual aspects of witnessing and representing the suffering of 
others. All witnesses are able to only give a fragment of the story, and not the complete 
story, but each one gives a testimony that is necessarily visualizable by the receiver of the 
testimony. Put together, they create a comprehensible collection of experiences 
(Wieviorka 69). The visual aspects of witnessing, whether it is the gaze created 
linguistically or through a visual language such as photograph, demonstrate the 
displacing effects of representation. Seeing the violence of the Other and the inclination 
to represent it by means of a form of testimony has a pedagogical function regarding the 
problematics of national identity. How can one embody a certain set of identiterian 
characteristics without examining them in the face of the Other? This is precisely what 
these texts have done, and what the analysis of said texts has intended to demonstrate – 
that the witness embodies a representational space, un sitio, that examines the Self 
because of the existence of the Other. This does not mean that it absorbs the Other, but 
that there is a recognition of certain parallels in identity that have come undone in the 
Other, and are at stake at home. This brings up the question of the Foreigner and 
hospitality in times of mass atrocity that this dissertation investigates in more depth in 
Chapter IV. The entry of the witnessing text such as El Cuaderno de Sarajevo and El 
sitio de los sitios, into the literary mainstream (and even the national canon) literature 
presents the audience with a witness that hosts and is hosted by the Other regardless of 
whose space they occupy.  As Schaefer-Rodríguez states, Goytisolo’s characters have a 
tendency to ‘go native’ in their pursuit of belonging elsewhere (anywhere but Spain). 
They “create their own version of places keeping history and reality constantly in retreat 
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as they become the realm of others (Americans, Europeans, tourists, consumers, and the 
like), and not themselves” (165). Becoming the realm of others is what makes them cross 
the line dividing host and guest. The ethical dilemma resurfaces once again when we 
think if one is able to host someone else’s memories without merely appropriating what 
they see.  
 In this light, the following chapter interrogates the role of visual culture, 
specifically photography, within the frame of witnessing and its relationship to 
foreignness and hospitality. Beyond narrative, I ask how does the visual representation 
break down the notions of hospitality in ways that narrative, both fiction and non-fiction 
does not? I focus on the act of following up on the original act of witnessing as part of 
witnessing and as a repetition that takes the event and turns it into a new event with each 
visual representation.  
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Chapter III 
 
Aesthetic and Political Self-Reflexivity of Witnessing Atrocity  
 
 
 
 Because of technological advancements photographs of the Spanish Civil War 
revolutionized the way atrocity was received and understood unlike ever before. The 
production of these images, and their subsequent circulation throughout the following 
decades mythified war photography and its photographers – the photojournalists.  Many 
are familiar with Robert Capa’s Death of a Loyalist Militiaman (1936), the iconic image 
of a Republican fighter standing with open arms as he has been shot, which put the ethics 
of representation at the center of the academic debate about the way we deal with 
atrocity. The Spanish Civil War was therefore a turning point in the way modern warfare 
was understood by audiences across the globe. Among the representation debates is also a 
debate about the representation of the representations, and the creators of those 
representations. We are no longer solely interested in what happened, but rather how we 
show it, and what takes place surrounding the work of representation. The act of 
photographing in itself is a way of interrupting a moment that further complicates the 
idea of hospitality.  
 In 2010, Spanish author Susana Fortes published a romance novel depicting the 
relationship and supposed love affair between Spanish Civil War photographers Gerda 
Taro and Robert Capa entitled Esperando a Robert Capa. The fictionalized details of 
their relationship seem to overshadow the importance of the pair’s teamwork needed to 
record and represent an atrocity in a manner unlike ever before. Both Taro and Capa 
partnered in order to obtain the best, most impactful images in battle, creating perhaps a 
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       75 
tradition of photojournalists to follow in their style of partners-in-war-photography, 
although not left unfetishized by contemporary popular culture. Their impact in the war 
and in the field of photography is so big that their story is able to be fictionalized for 
mass consumption in a romance novel. Shifting the gaze to the end of the twentieth 
century in the former Yugoslavia, there are obviously many more photojournalists in 
action as the size of the world media has grown exponentially since the 1930s. Among 
those involved, a pair of photojournalists that stands out is Gervasio Sánchez and Sandra 
Balsells, whose joint and individual work continues to examine what it means to witness 
the suffering of someone else. Their work, moreover, shows how the act of representing 
the Balkan wars is used to interrogate Spain and its trajectory after the Civil War and into 
the twenty-first century. What is unique about photography as a way of witnessing? Often 
understood with the premise that a photograph is evidential, this chapter reads 
photography as that which attempts to denaturalize war by challenging the notion of 
bearing witness through visual technique in an aim to control contingency in a globalized 
world that increasingly faces struggles with hospitality.  
 In the previous chapter, the notion of bearing witness was explored through the 
gaze of Juan Goytisolo in his testimonial and fictional texts. The call for taking 
responsibility for the suffering of others as an ethical act becomes clear as the witness of 
war, who is supposedly a guest in the war, involves himself in his ethics to such an extent 
that he finds himself turning into the host of the war memories. This chapter goes one 
step further than fiction, and enters the sphere of the visual. The language of photography 
is analyzed in terms of its capacity to bear witness to mass atrocity. By focusing on the 
work of Gervasio Sánchez and Sandra Balsells, and the fact that both photographers have 
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continued to return to the Balkans to photograph and film the aftermath of the war, I 
argue that the act of ‘following up’ allows for the expression of an ethical responsibility – 
that which conveys a Truth through its aesthetics. Bearing witness rests upon its 
incompleteness: since one cannot ever provide a complete or linear narrative in a 
testimony, the language of photography demonstrates that, even with following up, the 
witnessing remains incomplete. Furthermore, for the witnessing to be meaningful, one 
must continually engage in the act.  
 It could be argued that for many Western media markets, broadcasting the war in 
Yugoslavia was a simple desire for the pleasure of watching the violent Other on screen. 
On the other hand, for many, the crisis of the breakup of Yugoslavia attracted the 
attention of the global audience for various reasons, including a return to the discussion 
of the Holocaust, the discussion of what is Europe, as well as the age-old tension between 
Islam and Christianity. The media played an important role in representing this conflict to 
spectators across the globe that were mostly just consuming the news arriving from a 
distant place. It is certainly easy to generalize in this context and say that the Western 
media had an Orientalist view of the Eastern European conflict, but at the same time, it is 
crucial to consider some of the nuances in these representations in order to make 
conclusions about how looking at the Other differs, contributes, or takes away from an 
identity of those that it represents.   
 
Pictured Atrocity 
 
 The work of Sánchez and Balsells grapples with the commonly-posed question if 
visual documentation extends or multiplies the effects of atrocity, or if in fact it can 
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provide closure, and I might add, for whom (those represented or those doing the 
representing?). There is an ever-present concern with the risk of reproducing the atrocity 
indefinitely, and an attempt to deal with this theoretical conundrum. Indeed, photography 
is a symbol depicting one moment, one instant of the whole event, holding an iconic 
function in that sense, as it freezes one moment, and gives its spectator a representative 
cut or piece (Prosser 8). This is what makes photography a medium of the past tense, and 
when it comes to atrocity, which asks the spectator to respond, and it turn leaves the 
spectator with a frustration and feeling of helplessness as he is unable to respond to a 
moment that has already passed. This lack of response results in a failure of witnessing, 
which the viewer will not want to replicate, leaving us with the original theoretical 
dilemma of what to do (11). In an attempt to address this dilemma of representation, this 
chapter advocates for a close reading of iconic images by two photographers who bear 
witness to atrocity in a self-reflexive manner.  
 More recently, photography of atrocity has also been discussed in terms of its 
function to underwrite democracy since its ethics of responsibility links it to discourses 
such as human rights. In addition, this kind of usage of photography requires a cross-
professional response from charities and non-governmental organizations, and not only 
news media and the juridical system (Prosser 8).  
 Photography distinguishes itself from other artistic forms by our bodily 
involvement in viewing photography as it is always a sensory experience in that it lures 
us in as much as it has the ability to repel us, and in this manner it shares characteristics 
with pornography. Along with luring the spectator in, photographs of atrocity often 
depend on their markets and sales potential, hence, we must keep in mind that a good 
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       78 
photograph must sell newspapers, particularly if the photograph is larger (Prosser 9). 
Gervasio Sánchez describes his time in the field while publishing his photographs based 
on how “good” they are. He explains that if the photograph comes out “good” then the 
photographer and the editors take advantage of it by printing it larger and decreasing the 
amount of text in the article accompanying the photograph, and vice versa. For Sánchez, 
his images became larger as he gained more experience with the camera. By the time he 
started work in Bosnia, the self-taught photographer had already mastered his craft, 
explaining that pervious wars served as practice to learn how to be a photojournalist 
whose work was not “good” at the beginning of his career (Personal Interview).   
 In 2007 on the other side of the Atlantic, coinciding with the Historical Memory 
Law in Spain, 126 rolls of negatives were found as part of the so-called Mexican 
Suitcase, lost photographs of the Spanish Civil War by Robert Capa, Gerda Taro, and 
David Seymour (Chim) propelling even more memory work being done. The 2011 
documentary of the same title explains the importance of the photographic findings to the 
history of modern culture as well as the exilic nature of the materials to the way the 
Spanish Civil War has been interpreted. The Mexican Suitcase is also a story of 
hospitality as it is as much about Mexico hosting the memories of the Spanish exiles by 
deciding to not limit the number of refugees coming in (Kaufman 1), somewhat of a 
reversal since colonial times, and a timely lesson for the contemporary moment. The 
three boxes of negatives that made their way across the Atlantic are in literal terms the 
hosts of key parts of history of the war as well as the disciplinary history of 
photojournalism. Another layer of hosting here is the fact that the three photographers 
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whose work is in the Suitcase are all Eastern European Jews who no longer had a home 
in their places of origin and found it in their profession on the front lines in Spain.  
 In contemporary theory of photography of atrocity, Ariella Azoulay establishes 
her work “as an attempt to anchor spectatorship in civil duty toward the photographed 
persons who haven’t stopped being ‘there’, toward dispossessed citizens who, in turn, 
enable the rethinking of the concept and practice of citizenship” (16-17). Photography is 
a civil contract between the photographer and the photographed in which there is no 
space for the usage of terms such as “empathy,” “shame,” “pity,” or “compassion.” As 
equal participants in the contract, the rehabilitation of the citizenship of those 
photographed in their suffering should be the main covenant of the relationship (17). 
Azoulay takes the concept of citizenship within the framework of partnership and 
solidarity, which is not constituted nor circumscribed by the sovereign, and understands 
photography as that which can help us rethink the political space and reformulate the 
boundaries of citizenship as distinct from the nation or the market, which constantly 
threaten to subjugate it. The users of photography emerge as those who are not totally 
identified with the power that governs them, and who have new means to look and 
uncover its deeds. The actors in the photographic act have the opportunity to address the 
power and negotiate with it, and can overcome the limits on citizenship imposed by the 
nation-state (23-24). It “(re)territorializes citizenship. It provides a protective shield to 
those declared as citizens within a certain territory, and discriminates between them and 
others, noncitizens, who are governed with them, in the same territory, by the same 
power (24).” Photography derterritorializes citizenship in that it plots out a political space 
in which there is a plurality of speech and action by the participation of all the governed, 
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who are equally governed by the space of photography, where no sovereign power exists 
(25). Perhaps this lack of sovereign power is what allows for self-reflexivity from one 
national context to another. The reterritorialization of citizenship opens up a space for 
self-examination of identity in the face of the Other’s suffering. Since photography is a 
contract, as Azoulay affirms, then the benefits of it are not simply to redeem the 
humanity and dignity of the sufferers who have been reduced to bare life, but there is also 
a benefit for the photographer who comes in as a guest to the atrocity but ends up hosting 
the memories. The hosting refers also to a process of interpreting one’s own identitarian 
struggles that includes realization that the cause for the Other’s suffering is similar to that 
of One’s own suffering. 
 The photography of Gervasio Sánchez (Córdoba, 1959), who at the time of the 
Balkan wars worked for El País and contributed his work to several Spanish newspapers, 
and accompanied the reporting of the journalists sent to the front lines. Following the 
war, his photographs reached beyond their use for the news, and appeared accompanying 
the personal narratives of Juan Goytisolo and Alfonso Armada. Broadly speaking, this 
dissertation is interested in the use of Sánchez’s photography in relation to these personal 
journalistic accounts and how the dialectical relationship between the text and image 
works. Juan Goytisolo published his account in Cuaderno de Sarajevo: Anotaciones de 
un viaje a la barbarie (1993), while Alfonso Armada published his series of personal 
notebooks on his blog through FronteraD, Revista digital, and in 2015 a complete 
memoir entitled Sarajevo. Additionally, Armada follows up on his experiences by 
returning to Croatia and Bosnia and photographing the region himself this time. Gervasio 
Sánchez, who has been returning to Sarajevo doing follow-up work as part of the ever-
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incomplete act of bearing witness, recreates some of his most iconic photographs in 2008, 
which he published in a book entitled Sarajevo: 1992-2008. 
 Gervasio Sánchez’s own national identity, along with that of the writers present in 
the war such as Armada and Goytisolo, plays into the self-reflexive type of representation 
of Sarajevo, which he delivers before the spectator, arguably teaching us more about 
what it means to be Spanish than what the Sarajevans are suffering through during this 
time. While the Spanish representations of the Yugoslav Wars arise from a Western 
position, they consider the deeper historical, cultural, and ethnic issues at hand in their 
own nation that lie below the surface of a supposedly modern, European Spain. Watching 
the war and the suffering of others on the periphery seems to have awakened a sense of 
self-reflexivity within the Spanish subject, who is not only doing his job in the war zone, 
but is also reflecting on what it means to be human, Spanish and European. As with the 
larger framework of this dissertation, it is important to keep in mind a few of the major 
historical moments for Spain that marked the Spanish national identity through trauma, 
including the cold expulsion of the Jews and Muslims in 1492, the countless massacres 
(genocide) of the indigenous peoples in Latin America, and the victims of the Spanish 
Civil War from 1936-39 and subsequent Fascist regime. After considering the traumatic 
effect of these events on the Spanish people we can gain an insight into the subjectivities 
of those Spaniards and the way they represent the war in Bosnia. It can be argued that 
looking at the Other on the periphery is an attempt to resolve the Spanish trauma caused 
by the aforementioned historical events. 
 Before delving into the analysis of the photographs, let us first consider Susan 
Sontag’s stance on war photography in order to obtain an insight into the personal 
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experiences narrated by Armada and Goytisolo in their notebooks and Sánchez’s 
photography from Bosnia. Sontag herself also visited Bosnia in 1993 meeting Goytisolo 
through Sánchez himself (Personal Interview), making her comments in Regarding the 
Pain of Others in 2003 all the more powerful and crucial for us to consider. She says that 
war photography can invoke two reactions on the part of the spectator: the first being 
outrage at the suffering of others, and the second being voyeurism, and the desire to look 
for pleasure. Her contention is that photographs should invoke an ethical reaction in the 
spectator especially if the images are accompanied by a caption or a narrative about the 
war that they represent. She adds that besides photographs of dead or wounded bodies, 
buildings can also tell us something in that,  
 “shredded off buildings are almost as eloquent as bodies in the street. (Kabul, 
 Sarajevo, East Mostar, Grozny, sixteen acres of lower Manhattan after September 
 11, 2001, the refugee camp in Jenin…) Look, the photographs say, this is what 
 it’s like. This is what war does. And that, that is what it does too. War tears, 
 rends. War rips open, eviscerates. War scorches. War dismembers. War ruins.” 
 (8)  
Sontag’s point about the city ruins speaking and telling us what is happening 
complements the work of Gervasio Sánchez in Bosnia, in which he presents us with 
photographs of Sarajevo then and now in terms of movement, temporality and 
directionality of the urban life. To a certain extent then, Sontag is correct in urging us not 
to only look at the ruins and listen to what those buildings are telling us, however, after 
observing the work of someone like Sánchez, we can also conclude that in those still 
images of the city in ruins life continues and cannot be so easily exterminated. In 
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connection to Sontag’s view on war photography, for Walter Benjamin the city is a 
source of opposing feelings. Similar to Sontag’s opposing feelings on photography, the 
city is a place with a beautiful and bestial quality, “a source of exhilaration and hope on 
the one hand and of revulsion and despair on the other” (Gilloch 12). It was more than a 
simple backdrop for his work; it represented a struggle of modernity that affects our time. 
In the early 1990s, Sarajevo, evocative of the 1930s’ Berlin that enthralled and frustrated 
Benjamin, becomes that conflicted city whose character challenges and confirms the idea 
of modernity in Europe. We can continue to make a parallel with Berlin, or for that 
matter, the completely bombed Madrid or Barcelona during the Spanish Civil War, and 
say that war torn Sarajevo, in the words of Bertolt Brecht when referring to Berlin, was 
“impossible to live in, impossible to leave” (cited in Gilloch 8). Sarajevo was a city 
occupied with its population trapped as if it were in a concentration camp, dying, and at 
the same, time refusing to die. Therefore, Gervasio Sánchez’s photographs demonstrate 
this struggle and desire to live through their framing of movement and temporality. 
 The choice of photographs for the front and back covers of Sarajevo 1992-2008 
speaks to this status that Sarajevo has as a modern city in decay with its beautiful and 
bestial quality that Benjamin emphasizes about the modern city. The front cover is 
actually the 2008 photograph while the 1992 photograph (see Appendix, Figures 2 and 3) 
can be found on the back cover implying to the spectator that the past is in the back, 
ready to be archived and removed from the immediate memory of the city. However, here 
I want to discuss the earlier image first. This image of the sidewalk in the city center 
presents a wide frame with a couple walking away from the camera in the center-left 
position of it. The buildings appear damaged by bombs and projectiles that have left piles 
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of rubble off to the side of the road. Life has been sucked out of the city and its buildings 
ache in destruction. 
 The effects of destruction are further demonstrated through the lack of traffic, 
effectively a suspension of modernity, which does not exist in this image. All that is left 
are the wires from the streetcar system that we can assume was there prior to the war. The 
wet stains from the melted snow are all that occupies the city street. We might evoke 
Agamben’s figure of the homo sacer and “bare life” in his attempt to understand the 
implications of the Holocaust as a failure that should not only encourage societies to 
create human rights laws or study the rise of an extreme nationalism, but should also be 
seen as that which marks an end of history and a beginning of posthistory. The 
anthropological machine, according to Agamben, which includes all those scientific and 
ontological processes that define the human and animal, is what led us to the Holocaust. 
The fact that this machine does not work is what will continue to produce a society that 
produced a Holocaust. Until we begin to consider the Holocaust as a serious moment that 
led us into a period of posthistory in which our anthropological machine provides no 
utility to us even though it continues to exist, our society cannot function in any state 
other than a state of exception. Therefore, we can explain the trauma caused by post-
Holocaust genocides not just to the victims, but also to those watching the horror 
unraveling right before their eyes, and most likely reliving the traumatic memories of 
their own past. This is precisely why photography and other visual media, with their 
capacity to produce a phenomenological and cognitive effect on the spectator, are 
valuable in evaluating the shifts in perceived identity of the Self and the Other. Moreover, 
it is the lesson that Sánchez is emphasizing to his audience, the Spanish people whose 
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society has suffered war violence and continues to live in trauma induced by it having yet 
to learn the important lessons. 
 Returning to Sánchez’s front cover then, we can observe a change in 
directionality and movement of the image, as the people are walking toward the camera. 
The number of people is larger, traffic flows normally, and people participate in daily 
modernity by shopping at the newsstand. The photograph contains brighter tones of blue 
and yellow than the other photographs in this collection, possibly due to the fact it was 
intended as the cover photograph for this collection. This is also a photograph that 
screams modernity (or a desire to return to modernity) to the spectator with the emphasis 
of brightness on the blue streetcar and the return of traffic, and a public transportation 
system that allows Sarajevans to continue to move throughout the city, as well as the 
bright yellow building in the background of the photo. The choice to emphasize a 
building in the background also indicates a desire to move beyond destruction and return 
to beauty.  
 Photographs exist like phantasmagorias through their frame, a structure that 
allows readability of the photograph or the phantasmagoria, and it is of utmost 
importance to look at how the frame works and to put it at the center of the discussion 
with the goal of denaturalizing it (Butler).  The etymology of the word ‘phantasma’ from 
the Greek refers to image, unreality, and ‘phantazein’, meaning to make visible or 
display. Traced even further back, ‘pheinein’ means to bring to light, or to make appear 
(Online Etymology Dictionary). By denaturalizing the frame, we are able to read a 
photograph against the grain, so to speak, and in Sánchez’s photographs of Sarajevo in 
1992 and 2008, we get a sense of temporality that challenges the intended death effects of 
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war. We can say that Sánchez poses the same central question as Butler does in Frames 
of War, “When is life grievable?” Denaturalizing the frame then implies “asking whose 
lives are considered valuable, whose lives are mourned, and whose lives are considered 
ungrievable. We might think of war as dividing populations into those who are grievable 
and those who are not. An ungrievable life is one that cannot be mourned because it has 
never lived, that is, it has never counted as a life at all” (38). Therefore, the grievability of 
life and the answer to the question of whose life is valuable lay in the representation or 
the frame. In this way, we can say that Gervasio Sánchez’s before-and-after photographs 
of Sarajevo temporally frame the grievability of life in the city, and of the city itself. The 
composition of these photographs presents movement and directionality that invite the 
spectator to not only consider these lives as grievable, but to also consider the issues 
around grievability on an extratextual and transnational level. These images witness the 
same societal errors committed during the Spanish Civil War. Sarajevo appears like 
Madrid or Barcelona of that time. In Sánchez’s own words, Sarajevo simply just looks 
like southern Spain where he is from, and it reminds him of home (Personal interview).  
 While the visual frame questions grievability of life, its relationship to the written 
word has also been the cause of extensive debate. What do captions do? Beyond captions, 
what does intertext in an image do? When thinking about the photographic representation 
of atrocity, Sontag privileges the use of language to provide meaning about the image. 
She states, “Whether the photograph is understood as a naïve object or the work of an 
experienced artificer, its meaning – and the viewer’s response – depends on how the 
picture is identified or misidentified; that is, on words” (29). She calls here for the use of 
captions to convey the meaning and avoid its misidentification. Following her thinking 
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here, it can be argued that intertext functions within the frame of the photograph, 
although Sontag might disagree. Instead of adding a formal caption with an explanation 
of the context in which we are viewing the image, a photographer oftentimes chooses to 
make use of a text already existing in its proper context, and all that has to be done is to 
strategically place a frame around it. Both photographers discussed in this chapter take 
advantage of the intertexts so as to demonstrate the precariousness of life.  
 In observing the images of Sánchez’s before-and-after collection more closely, we 
can note that intertext plays a crucial part in the composition of the photographs 
themselves. In the pair of photographs, mentioned earlier, the first one from 1992 
contains a graffiti sign on a building wall in English, stating, “Welcome to hell” (see 
Appendix, Figure 4). The intertext of that phrase across the middle part of the frame acts 
as a caption Sontag would want in order to get the spectator to react. The spectator, 
according to the composition of the photograph, does not need to know anything more 
about this place. The frame literally invites her into the hell that is Sarajevo in 1992. In 
fact, it is not even necessary to add more detail to obtain a reaction from the spectator. 
The intertext here has a poetic effect rather than a purely informational one, and along 
with that effect is the transitive power that poetry carries. This captured instant of the 
man walking in front of the graffiti on the wall translates as an instant in which the 
spectator observes the man walking past the phrase as if it said nothing. The sign appears 
in the background of the man walking as a predicament hanging over the people, 
inscribed on the city itself. The “hell” is normalized in this city that lives in constant fear 
and contingency. It is a city in ruins, with architecture and landscape decaying as much as 
human life, and Sánchez’s choice of black and white style for the “before” image reminds 
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the spectator of the doom the city had lived in 1992. An intertext such as “welcome to 
hell” can appear just as powerful, if not even more so, than images of dead bodies. They 
horrify their audience with their bluntness while the audience cannot take action because 
it is aware that it is too late. The instant of this photograph, the point of this moment is 
gone.   
 In the 2008 framing of the scene (see Appendix, Figure 5), the intertext of 
“Welcome to Hell” had already been repainted, and we can interpret that the “hell” in this 
place is no longer present. The photograph emphasizes the movement of multiple people 
not depending on the sign hanging over their heads. In the after photograph, we see a part 
of a blue sign hanging on a yellow wall. The sign is a sign for a bakery, from which we 
can deduce a different understanding of the life in the city. This is further emphasized in 
the directionality of the people in the photograph. The people in the 2008 one appear 
walking in the opposite direction than the man in the “Hell” photo. We can also read this 
as the people of the city walking away from hell and towards bread. By framing the 
before and after photographs to emphasize survival, Sánchez manages to systemize the 
contingency that is the inevitability of human destruction.  
 The opposition between order and disorder represents an attempt to control the 
contingency. For instance, in the “Hell” image we can see messy, unorganized garbage 
bins, while in the post “Hell” image the garbage bins appear placed neatly along the wall 
next to each other. Another indication of order in the post “Hell” photograph is the 
presence of the car moving toward the right side of the frame. The car is stopped at the 
crosswalk allowing the people to cross calmly. This second image presents a vision of the 
city recovering from the decay in which life continues despite the previous destruction. 
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Furthermore, the opposition of the movement and directionality in each photograph 
invites the spectator to consider the opposition between the death, represented by the man 
in the first photograph heading to the left, and life, represented by the people heading to 
the right in the second photograph. The rebirth and renovation of life also comes through 
in the use of color in the 2008 photos, however the color is not as hyper-emphasized as 
many postwar images tend to be. Sánchez here opts for a subtler hue to the coloring by 
choosing pastel colors that do not overemphasize or exaggerate the recovery and rebirth 
of the city, but that, at the same time, provide hope for those who are able to renew life 
out of destruction and decay.  
 An interesting detail that solidifies this point for the spectator is the traffic light, 
which in the “Hell” image has stopped functioning for obvious reasons of the suspension 
of everything during the war, and that in the post “Hell” image, is fully functioning and is 
used by automobiles and pedestrians. The light in the 2008 image is placed at a slightly 
different angle than the old version, and this time the spectator can see the walk signal 
directly in the frame. Not only is it important and symbolic that we can see the signal in 
the center of the image, but it also the strongest color in the photograph. As previously 
mentioned, the color in this image is overwhelmingly pastel, and the green, although in a 
small area, appears brighter than the large yellow wall surface. This green can then be 
read as a tiny spec of life that has yet to grow in the city. It is a small seed that permits 
the city dwellers to reorganize their lives into logical meaning that is well represented in 
these images depicting traffic. The zebra crosswalk also allows the pedestrians to cross 
the street in an organized manner that the puddle of water in the 1992 prevented. Back 
then, the indication of where to cross the street, or the direction of traffic is unclear, and 
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Sánchez’s photographs seem to synthesize the previous destruction by framing traffic, 
something so familiar to his spectators that he denaturalizes and later renaturalizes for the 
spectator. Traffic signs that people follow and respect bring order to a society that had 
lost its sense of normalcy, of its idea of home.  
 Sánchez takes aesthetic advantage of the intertext on several occasions, and 
frames it to show the spectator that it can serve as a function and even beyond, in a poetic 
manner, in which it speaks to the spectator in the way Roland Barthes wrote about his 
notion of the punctum, as that something which speaks to the spectator without having 
the ability to be represented in words, unlike his notion of the studium, which are all the 
other photographic elements that we can describe and explain. While intertext appears as 
part of that which is representable and explainable, by being language, it is also has a 
punctum quality, in that it reaches beyond the simple text and explanation that caption 
would provide.  
 In a second set of before and after photographs a street corner is depicted, which I 
will here refer to these as the “Sniper” photo because of the intertext that is framed in the 
1992 version stating “Look out sniper” (see Appendix, Figure 6). It is worth noting that 
the image itself does not have a caption attached to it, as the intertext does more for the 
image than the caption would15. The before image frames two older men having a 
conversation amongst themselves, while above them a graffiti sign prompts people on 
this corner to look out for the sniper. Not only does the intertext here tell us about the 
contingency of not knowing where and when exactly the sniper would take action, but it 
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15!I am labeling the image for the sake of analysis, but it is important to consider what my 
own influence in doing this does for the image, not intended by the photographer.!!
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serves the actual purpose of warning the people who are looking from the spectator’s 
point of view that there is a real danger here, even in just looking at the photo. It makes 
the spectator concerned about the lives of the two men who seem to not have noticed the 
text on the wall, and we, as the spectator, who can see them and the warning, cannot take 
any action to prevent the tragedy, as the moment has already passed. In Barthes’ sense, 
the camera has already condemned and killed these two men. The punctum then presents 
itself in the real feeling of knowing that the spectator has the omniscient perspective but 
has no control over it, no matter how much she wishes to ethically respond, as Sontag 
would want. 
 On the other hand, in the after image the warning has been repainted, and an 
official street name has been added for the spectator’s reference (see Appendix, Figure 
7). The street name has the same function as the traffic light in the previous set of 
photographs – to organize the disorder created by the war. The street name provides a 
clear reference point for anyone who wishes to locate the place on a legitimate map, 
whereas that is not possible in the 1992 “Sniper” image. In the 1992 image, the street 
name does not matter; the contingency is the more powerful phenomenon since what 
really matters is the fear of the sniper and need to avoid him. Those who walk around that 
corner do not care about what name the street carries, but rather, whether they will die or 
not.  
 This is another set of images in which Sánchez uses directionality in opposition to 
the intertext to make us think about life and death and modernity. In observing the people 
in both images, we see the two older men walking away from the camera/the spectator in 
the before one, and the young woman walking toward the camera/spectator. We can read 
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into the meaning of the choice of human subjects in both photographs, and point out the 
symbolism of the young woman in the after image. The young woman clearly represents 
life, and the reproducibility of life by the simple fact that she is a woman in her prime. 
Her image invites a sort of renaissance into the city in decay; while two old men 
represent that same decay. Additionally, we can note the season in each photograph that 
is an element telling of the same life-death point Sánchez appears to be making. The 
older men in the before image are wearing coats, while the young woman is wearing a 
summer dress. The clothing tells us that these are opposite seasons; one in which 
everything in our environment dies, and the other one, which it revives and continues to 
live. The season of life paired up with the presence of the young woman promises a new 
beginning for the city that is made by people, not only buildings and other objects.  
 Another aspect in this set of images that repeats itself is the sense of order and 
disorder through the image of garbage. The war image presents the spectator with a pile 
of garbage in the corner while the postwar image shows her the garbage placed neatly 
into trash bags. The garbage on the street appears again as an element that exemplifies the 
notion of order and disorder in a world of contingency. By showing the garbage in bags, 
Sánchez shows us a desire to control and systematize contingency as a way to show the 
possibility of healing of old wounds.  
 However, moving on to the set of images depicting the children playing in the 
early one and the young men grown up postwar, we should not ignore Sánchez’s use of a 
traditional caption, as the nature of this set of photographs would not allow for an 
unambiguous meaning. Had there been no caption included with the two photographs, the 
spectator could be led to interpret them in a tragic sense when Sánchez intends to show 
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the triumph of life over death. In the 1992 image we see four young boys playing on a 
cart in front of a bombed window, and later we see three of those boys as adults standing 
in front of the same house, which now has a new window (see Appendix 8 and 9). 
Without a caption to explain the reason behind the fourth young man missing in the after 
photograph, the spectator might assume the young boy had been killed in the war, but 
instead the caption states that the fourth young man was simply out of town for the 
capturing of the after photograph. Additionally, the caption explains the cause of the 
damage to the house behind them that is an attack on the couple that had lived in the 
house.  
 
Sarajevo as “Babylon” 
 Now I will discuss both the theoretical and photographical image of the city of 
Sarajevo as a place of mythical modernity. Throughout the Middle Ages and after, the 
city of Sarajevo had often been evoked in terms of its unique multicultural character, as it 
was, and despite the destruction, continues to be the meeting place of Western religions. 
For instance, the same city square houses a Catholic church, an Eastern Orthodox church, 
a mosque, and a synagogue, giving the city the nickname of “European Jerusalem.” In 
part due to its multicultural character, Sarajevo had obtained a somewhat mythical quality 
among common citizens, which consists in part of old-fashioned, Near-Eastern traditions 
and in part of modern European progress. In thinking about this commonplace 
characterization of the city, we might then evoke the image of ancient, mythical city of 
Babylon, and we might consider this parallel as productive in terms of understanding 
visual representations of war in Sarajevo.  
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 In Watching Babylon, Nicholas Mirzeoff conceptualizes Babylon beyond the 
mythical and historical city that as it is generally considered. He explains Babylon as “the 
complex cultural resonances implied by the mythic and historical experience that the 
name implies […] Babylon is a metaphor for complexity, exile, decadence that has 
resonated throughout Western modernity as well as the site of a series of historical and 
mythical experiences” (4). Mirzeoff’s concept of Babylon is related to Benjamin’s idea of 
“dream image” as the image that carries more power than so-called reality in that it is 
anarchic, not submitting to common rules of that reality. This can be applied to Sarajevo 
in particular, not only considering the historical development of a city on the border 
between Europe and non-Europe, but also as the place in which religion-caused 
destruction has taken place and destroyed the almost mythical sense of coexistence 
between religious communities. Not only did the world watch Babylon in the shape of 
Sarajevo during the 1990s, but also it is its Babylon quality that also kept it alive in the 
memory of Bosnian nationals and non-nationals such as Spaniards like Gervasio Sánchez.   
 What do we see in Gervasio Sánchez’s image of the destroyed National Library in 
Sarajevo (see Appendix, Figure 10)? What can an image of a bombed building covered in 
rubble make us feel? Returning to Sontag’s brief comment about the ability that buildings 
have to tell us a story of suffering, and to make us think we can discuss the photograph of 
the Library as a representation that urges its spectator to consider the effects of an 
“intellectcide.” Are we observing only the killing of certain people, their generation, or is 
this a wipeout of an entire civilization? By destroying a library, one destroys the nest of 
knowledge that produced and proliferated that culture, and even though the physical 
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       95 
destruction is real, the effect of the image along with its frequent use in publications 
make this image into a call for an ethics of the Other.  
 In his critical diary of the war entitled Yugoslavia contra Yugoslavia, Spanish 
human rights lawyer Alberto Lleonart Amselem mentions his intrigue by the National 
Library photograph,  
 […] expuesta en un atril tengo una fotografía ampliada, en blanco y negro, 
 hondamente dramática que clama al Cielo: la Biblioteca Nacional de Bosnia-
 Herzegovina, sita en Sarajevo. Es un interior, alcazarino árabe de estilo, muy 
 reproducido a la época, tal como quedó destruida y llena de escombros calcinados 
 después del bombardeo de los primeros días de agosto de 1992. Atraviesa la 
 foto un intenso haz de luz (¿premonitorio de algo, de esperanza?) que cae  por 
 una de las brechas, como bañando el sitio, derramándole una atmósfera o dando al 
 recinto una perspectiva espiritual casi sagrada, - lo que de hecho es en verdad una 
 biblioteca. (10) 
For Lleonart, the photograph of the National Library serves as an inspiration to ponder 
the war and its effects on the global society. Killing a library is like killing humanity 
because libraries are sacred places according to Lleonart. This might imply the reason 
humanity remains stuck in a permanent state of exception, as Agamben states, or why 
Babel will never be a reality, is because of violence that kills our libraries. Lleonart sees 
the ray of light in the center of the frame as a premonition of hope, but at the same time 
doubts it by placing the words inside question marks. He is not sure that there is hope for 
humanity if we continue to destroy our own spirit that resides inside libraries.   
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 Returning to Mirzeoff, we can discuss the National Library in terms of Babel. In 
recounting the story of Babel, in which the Babylonians wanted to make a name for 
themselves independently of God, and God himself had to come down to Babel, and upon 
discovering what the Babylonians are doing, he dispersed them all over the world. 
Therefore, we are all Babylonians, and “Babel represents both the first destruction and 
the inevitability of destruction, however dominant that which is to be deconstructed [(in 
terms of Derridian deconstruction)] may appear” (6). Through the story of Babel we are 
able to think of destruction as an inherent part of the modern human existence. So when 
we see an image such as the bombed National Library in Sarajevo, we are reminded of 
that inevitable destruction, and if we think of libraries as institutions that preserve 
knowledge and in a way mold a culture, then we may conclude as Derrida also tells us in 
The Other Heading that culture is always that which is not yet. In other words, culture 
can never be fully defined as it is always in the process of changing and becoming, and it 
is due to its inevitable destruction.  
 
A photograph from Puebla de Cazalla (Sevilla) taken by Sánchez in 2009 (see 
Appendix, Figure 11) depicts exhumed remains of those who were executed extra-
judicially in the Civil War. Sánchez aims to portray the category of the disappeared, one 
that has been appropriated in Spain to refer to those illegally killed by the fascist regime, 
and whose remains are most likely in one of the many mass graves still un-exhumed. The 
photograph in question frames the skeletal remains of five bodies whose integrity, while 
having remained in tact, still appear blurry, overlapping, making it difficult to distinguish 
where one body ends and another begins. The spectator sees remains of individuals who 
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intermixed with those of their comrades, as though they were only an ideology that was 
buried in a pile never to be looked at again.  
 What Sánchez does here is ask a theoretical question that pushes even the limits 
of his own form of bearing witness through follow up, and that is “how to photograph 
absence?” When one is limited by the frame, a naturalized one at that, portraying absence 
becomes and artistic challenge that in itself denaturalizes the photographic frame. The 
exhumation image discussed here achieves this by playing with the techniques of 
portraiture. This is a sideways portrait of five bodies that just so slightly differs from 
what we would normally expect from a portrait of five people. Our expectation of what a 
portrait of five living people would look like is that it would be oriented ninety degrees to 
the right, and the subjects would either be standing or sitting. We would also assume that 
they have some level of personal relationship among them, whether its friendship, family 
or acquaintanceship. However, in the exhumation image, Sánchez denaturalizes this by 
showing the pieces of the subjects from the side and from above, leading the spectator to 
think of his own positionality first. As a challenge to the assumption that people 
portrayed together may have some sort of established relationship, we are made to 
wonder the circumstances of these subjects’ lives. They most likely did not know each 
other, and could have been brought into the grave from different locations. It is the frame 
of the photograph that links them together in a new narrative; of those who have a 
common story of murder.  
 The photographer is very much aware of the power of portraiture, and its ability 
to give and take power away from the subject portrayed. For example, if we think of 
official government portraits, we see the subjects as imbued with official power, whereas 
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mug shots for instance do the exact opposite for their subject. They remove power and 
agency from the individual. In this case, Sánchez’s intention is to reinscribe his subjects 
with power that they did not have upon their execution. The last time they were ‘shot’ 
was when they died, and by ‘shooting’ their remains, some power is recuperated, 
although we may never know their complete stories but their memory is necessary for the 
collective to move forward.  
 The photographer does something similar with a photograph from an exhumation 
scene in Bosnia. His approach to witnessing proves to be something of an 
epistemological loop in which the reason for his interest in Bosnia is his own national 
trauma, but since Bosnian victims (“the disappeared”) have begun to be exhumed earlier 
than the Spanish victims, Bosnia is a case that serves as an example on how to handle 
such an undertaking, especially in a society like Spain which has no set protocol for these 
acts. The year prior to the image from Sevilla discussed above, he took an image in Tuzla 
(Bosnia) of the warehouse where the exhumed remains are stored (see Appendix, Figure 
12). The frame is filled out with just slots that appear like mailboxes containing bags of 
human bodies. In this image, the spectator cannot see the actual bones that reconstruct the 
agency of the subjects, however he is able to see that there are codes written on each bag 
identifying the person. The bodies here are subjected to an archival system just like any 
document from the past, but the image, in which we cannot make out the orientation of 
the bodies, uses the power of portraiture to remind us that these are human beings, and 
they too have a common story.  
Sánchez’s collection, Desaparecidos, includes an epilogue dedicated to Spain in 
which he takes on the current process of exhumations. Sánchez, the artist, understands his 
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purpose as that which comes full circle, first instigated by the traumas of the Civil War 
and the Francoist regime, taking him all over the world where he actively witnessed 
atrocity, stopping in Bosnia and maintaining his focus on those victims by returning, and 
finally closing the circle by working on Spain. His work functions as an application of his 
personal theory of witnessing and narrating memories. His very presence in postwar 
Bosnia to follow up on his depicted subjects shows another interruption, as the 
photographer is much more clearly a guest again but maintains a certain level of symbolic 
capital there.  
 Whether it is through before and after photographs of Sarajevo or the iconic 
National Library image, Gervasio Sánchez’s work makes the spectator consider the 
destruction caused by war in terms of ethics. He does not simply present the images to a 
Spanish market and audience as a voyeuristic desire, but rather uses the frame to ask his 
spectator to reconsider modernity, humanity and responsibility for the Other. The 
photographer’s own peripheral Spanish identity helps in the visual framing of the events 
in Sarajevo, and is what helps transmit the message of seeing the Other as more than just 
the violent Other that gives us pleasure in watching. 
 
Sandra Balsells  
 If the Balkan Wars had a Gerda Taro, she would be Sandra Balsells (1966), a 
native of Barcelona, who was driven to the war by professional desires and an incomplete 
memory of her family in the Spanish civil war. Balsells graduated with a degree in 
journalism from the Universidad Autónoma de Barcelona in 1989, and moved to London 
to complete her post-graduate work. Starting 1991, she traveled to the Balkans to cover 
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the disintegration of Yugoslavia and the outbreak of the Serbo-Croat war in collaboration 
with The Times. Ever since, her work has mostly focused on the Balkans, including a 
publication of the book of photography entitled Balkan in Memoriam (2002).  
 In an interview with me (2014), Balsells referred to the need to close the wounds 
left on her family history from the civil war by looking to the suffering of those in the 
Balkans. However, going directly into a war zone of peoples very similar to her own 
proved to be a much more painful, yet necessary, way to work through trauma passed on 
to her from her grandfather’s generation (Personal Interview). Photography as a tool for 
working through is as attractive as it is staggering, and as Balsells explains in another 
interview for Ojos Rojos,  
 Cuando hice el primer viaje a Yugoslavia yo iba a cubrir la desintegración del 
 país. Yo no podía intuir la situación de guerra en la que me vi envuelta al cabo de 
 dos semanas. Pero sí, creo que uno de los motores que me ha movido siempre a 
 realizar los temas que he fotografiado, ha sido ser un testigo privilegiado de la 
 historia en el momento que se produce. (Steel 1)  
She later adds, “Vamos, que la fotografía incómoda, incomoda, valga la redundancia…” 
[…] “Los contenidos vienen condicionados por la publicidad, por poderes económicos o 
políticos. No se quiere mostrar las imágenes que incomodan” (Steel 1). The photographer 
is aware of the social role she has as a privileged witness, echoing Wieviorka, Sontag, 
and Azoulay in referring to the discomfort of photography of atrocity as well as its 
conditioning by outside factors such as the market and the political situation. In fact, the 
market, just like the political situation, constitute its own form of interruption that opens 
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up the possibility for hospitality that is empathetic and at the same time self-serving as it 
as been a vehicle for Balsells’ own working through.  
 
Sniper Image 
 
 Like Sánchez in Sarajevo, Balsells frames a common graffiti warning sign left on 
building facades that reads “Pazi snajper” [“Warning: sniper”] in a photograph from the 
city of Mostar (see Appendix, Figure 13). The image frames a man to the left of the 
warning running toward the camera, as if the gaze of the camera represented safety from 
the sniper. Further to the left of the central figure is another man walking away as if he 
were unaware of the danger of the sniper shooting, making the spectator wonder just how 
long will he remain unaware of this? Or has he perhaps given up and accepted his 
destiny? The spectator cannot avoid wondering what happened after the instant this 
photograph captured. Did these men manage to survive? What am I, as the spectator, 
supposed to do as I observe this image?  
 Echoing Sontag and Butler, this becomes a question of ethics. These are the ethics 
of responsibility in bearing witness such as what Goytisolo proposes in his narrative. For 
Balsells, the book had to be titled Balkan in memoriam to show the same ethics of 
responsibility, showing an author who goes to someone else’s war as a guest and 
publishes a trilingual book in which she takes ownership of the memory of the Balkans – 
ultimately hosting those memories. Visuality is central in hosting the memory of war, and 
it is evident in the Sniper image. The subjects are depicted in front of an image shop, or 
“image boutique,” with a poster in the English language stuck to the window that reads 
“We take care of your image.” The sign appears as an accidental irony given the 
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circumstances that reminds us of the role of representations in contingent moments such 
as the one this photograph depicts. The boutique is obviously abandoned and implies that 
there is no one left to take care of the customers’ image. No local can host their own 
memories by taking care of their own image. Instead, what the spectator has in front of 
him/her is Balsells’ photograph that takes care of the image of the Bosnians. The camera 
is placed behind a bush, from a seemingly slightly safer place, with a bit more control 
over the situation than what the two men have.  
 Furthermore, there is text layered underneath the sniper warning, as an original 
layer of graffiti on the wall with the words “Majko/što/sam/Srbin” [“Mother/why/am I/a 
Serb”]16. The words appear as an original layer that point to a difficulty with dealing with 
an ‘Us versus Them’ dichotomy that pushes people into conflict. This is precisely a 
dichotomy that Balsells finds problematic in Spain, whether it be in terms of the Civil 
War, or more contemporary peripheral nationalisms.  
 
Shopping area in Belgrade (Wedding dress) 
 Unlike Sánchez, who focuses his subject on Bosnia, particularly Sarajevo, 
Balsells depicts the stories of all former Yugoslavs as they suffer the effects of war, as 
everyone was a victim in some way. One such example is the photograph named simply 
“Shopping area in Belgrade,” (see Appendix, Figure 14) the title of which appears to be 
too general upon observing the image itself. The spectator sees a young woman softly 
pondering a wedding gown in a store window. The scene is that of dead society in which 
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16 The phrase in the image appears incomplete. An additional word on the wall had been 
painted over. I am explicating the image based on the words visible on the wall.  
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shopping is no longer a common activity, and while the young woman observes the dress 
longingly, the spectator is aware that she will never have the option of purchasing the 
dress. This photograph appeals to the spectator’s affect as it presents him/her with a sense 
of hopelessness in terms of the young woman’s future. It emphasizes the lack of 
normalcy in her life, as this is not necessarily the way a young woman chooses her 
wedding dress. Her head tilted to the right shows not simply a longing for a dream, but 
the spectator realizes that the wedding dream is not a commonplace event any longer as it 
may be for the spectator from the comfort of his/her environment. The ethics of 
responsibility for others’ memories comes through in this image as it subsumes a 
supposed dream/expectation for a marriage and a normalcy that is not being had and 
might not happen, at least not in this place. The subject of this image is removed from the 
object of her desire (the wedding gown) by a window that ironically remains in tact 
despite the disorder and mess outside. The camera is placed inside the store removing the 
spectator just so slightly from the young woman. Being on the inside gives the spectator a 
feeling of privilege as he/she is closer to the dress. In addition, he/she is able to read in 
reverse the word “wedding gowns” in Serbo-Croatian, written in the Cyrillic script. The 
image suggests that the spectator is a mirror image of the young woman stuck outside in 
the rubble admiring the dress that is out of her reach. The dress is reflected in the glass 
appearing laid over her face fusing together reality and fantasy of what could be. This 
image of war creates an effect that destroys the idea of a fairy tale, and yet calls for a 
creation of a new one that would end the atrocity. Its two-page spread calls for an 
emotional response of solidarity from the spectator who needs to see how something so 
normal and commonplace like a wedding, a joyous event, is no longer available. The 
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young woman in this image lives in a state of exception and has been stripped of a social 
life down to bare existence.   
 In this photograph we see a clear gender argument about the treatment and 
positioning of women in war. The focus of the image is on affect instead of the coldness 
and conflict of war. The woman’s gaze embodies this affect, as the feeling of longing for 
a wedding gown is uniquely her experience, one a man cannot fully comprehend. Similar 
to Gerda Taro’s images of women in the Spanish Civil War that embrace their active 
contribution in the war, Balsells portrays this young woman with a femininity that is 
perhaps made more prominent by war. It is not sure that longing for the gown would even 
be there or that it would appear so strongly as it does if it weren’t for the state of 
exception the subject is in. Her femininity is not exaggerated in her physical appearance 
by wearing heels in combat like the milicianas of the civil war, but rather she is shown 
equally as devastated by the war as everyone else, but the object of her affection is 
different.  
 
Lost childhood  
 Balsells’ representations of those in war is a democratic one, as she treats the 
men, women, and children equally in her work. They are all victims of the circumstances 
produced by violence and are all suffering from loss marking their lives forever. In “Lost 
Childhood” (see Appendix, Figure 15), Balsells portrays two children, a young boy and a 
girl, sitting on destroyed, abandoned cars. The composition of the photograph relies on 
the contrast between black and white colors of the cars. The young girl appears sitting on 
the hood of the black car. She is centered in the image with her head turned toward the 
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camera and her body facing to the right. Looking through the broken windshield of the 
black car, and leaning on the white car is a young boy in a striped black and white t-shirt. 
The children are idle, lacking toys and vibrancy. Their faces do not express a sadness, as 
they most likely do not even understand that the war is not what is normal in the lives of 
other children in other parts of the world. Instead, the children appear bored, but 
interested in the camera that is looking at them. The camera is the only interesting, lively 
thing around them. The boy’s striped shirt reminds the spectator of imprisonment, as it 
resembles a prison uniform. While the boy is not a criminal prisoner, he is imprisoned in 
a sterile childhood without the luxury of play, at least in the sense one might typically 
think of a child’s play. In addition, since this image was taken in Sarajevo during the 
siege, we can conceive of this type of childhood as a literal imprisonment in a surrounded 
city with no way out. The lack of movement and vibrancy is further emphasized by the 
absence of wheels on the cars indicating to the observer that no one in this place is going 
anywhere and has not been going anywhere in quite some time. The city is a camp in 
which the exception is the rule, and the young children are not of the age to be aware of 
that. This rule is internalized by them. The title of the photograph, “Lost childhood,” is an 
interpretation imposed by an adult outsider, the photographer.  
 As Sontag reminds us, captioning an image is an act always imbued with 
ideology, and labeling this image “Lost Childhood” presents the spectator with a 
presupposition that a childhood in war is a lost one. Certainly there is a constant fear and 
lack of security, but this conclusion is also left open for questioning. Does a childhood 
lived in war de facto mean that it is lost? In this image the children are well and alive, 
albeit appear bored. More importantly, the focus is on the potential waste that the 
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members of younger generations will have to endure if the atrocity continues. Balsells 
pays particular attention to families – women and children in war – as their presence 
should not be considered secondary. She reminds us of the portrayal of women and 
children in the Spanish Civil War, more specifically, the women’s role in supporting the 
men, as well as many of the children being taken away from their families. The 
photographs depicting women and children revert back to the ethics of responsibility for 
the Other, as the Self has experienced a similar pain in her own context. The loss that the 
women and children experience has not changed from one war to the other, and as this 
dissertation will demonstrate in Chapter IV, the idea of home becomes more complex 
when we consider the displacement of women and children.  
 I argue for a feminist approach in Balsells’ (as well as Sánchez’s) photography in 
that its self-reflexive representation of the Balkans is inherently feminist since “feminist 
critical habits involve collective intervention” and “a dual commitment: a commitment to 
use knowledge in a transformative way, and to use knowledge to remake the world so 
that it is better for its inhabitants- not only for human beings, for all its living inhabitants” 
(Davis 20). This further means that this commitment is a refusal to attribute permanency 
to that which exists in the presents, simply because it exists. What is apparent in Balsells’ 
photography is an examination of the conceptual and organizing tools we use, and not 
take them for granted. This is at the root a feminist methodology, one that inhabits 
contradictions and pushes us to discover what is productive about those contradictions. 
As Davis affirms, “these are the methods of thought and action that urge us to think 
things together that appear to be entirely separate and to disaggregate things that seem to 
naturally belong together” (22).  
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 Balsells is one of the “women practice many varied approaches to interrupting 
war. Whatever shapes their anti-war or peace work, these resistant women are a challenge 
to those in power, as they raise questions about the inevitability of war” (Talpade 
Mohanty et al. 11). Photography that urges the spectator to react to atrocities of war as 
considered by theorists like Sontag might be said to have a feminist root, but at the same 
time more recent wars have shown that the limits of representation have been pushed so 
far that the images no longer elicit an emotional or ethical response from the spectator. 
Davis argues that if images had this power, people would have been in the streets 
protesting wars like Iraq a long time ago. The problem with the way we understand 
images is that “it seems that we think about them in eighteenth-century terms. We still 
believe in enlightenment […] that rational communication and publicity are sufficient…” 
(23). We know that images are powerful, but we also overestimate this power of the 
image assuming that its meaning is self-evident, but we also fetishize the image and its 
supposed ability to spur us to action. In a feminist methodology, one does not relinquish 
her own agency to the image in that we cannot simply assume the self-evidential 
relationship of the image to the object, and must consider the political economy in which 
the images are created and consumed, hence feminists take on critical stance toward the 
visual (24). Sandra Balsells examines the role of women and children in the war 
reminding us that feminism and its methodologies are not just about equality for women, 
but rather their broader reach is about ways to better conceptualize and achieve progress. 
For Balsells, this approach is ultimately democratic, and is what allows for an optimistic 
outlook toward the future. Journalism “es uno de los pilares de cualquier sociedad 
democrática y creo que esos pilares van a mantenerse. […] Creo que no nos va a faltar 
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una voz de la conciencia que nos martillé la mente recordándonos las cosas que están 
pasando” (Steel 1). 
 
Considerations for Chapter IV 
 This chapter has followed from the idea that every artist has an aesthetic agenda, 
and we must not forget that all spectators are consumers of that art. With regards to 
photography as the medium used to bear witness to someone else’s suffering, while in 
turn examining the Self, it is crucial to consider elements such as chronology, and even 
the length of time that the spectator is expected/chooses to look at the image. This 
reminds us that the shadow of the event is much bigger than the event, and in the case of 
Sánchez and Balsells’ representations of the Balkans, the shadow is cast over their own 
identities as Spanish nationals who share many commonalities with the people of the 
Balkans.  
 Furthermore, visual self-reflexivity only points to the need to find new ways to 
tell one’s story. With the memory recuperation movement becoming exhausted in Spain, 
although unresolved, there is an urge to work through issues from a different angle, as 
reading one’s own history many not be all that interesting anymore, but shifting the gaze 
to the neighbor might allow for just enough space to seemingly shift the focus, as 
younger generations in particular are not reading history books.  
 Photography lends itself to a modern way of learning in the digitally-evolving 
world precisely because we do read less text, and read more images. However, since 
images are deceiving, they ask for their spectators to consider the conditions of their 
construction. Just as the Mexican Suitcase revealed parts of Spanish history previously 
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unknown as well as crucial elements of the history of photojournalism, images have a 
power greater than merely serving as evidence to important events. This chapter has tried 
to emphasize the important social role photographs play in the acts of bearing witness 
serving as a vehicle for processing and transmission of memories not limited to the 
boundaries of the nation-state. Collective memory, and more broadly cultural identity, are 
forged through relationships that in movement beyond the national framework. 
 This can also make us think of photography as a more democratic type of art as 
we tend to read more images in the digital age than we do text. What remains to be 
explored in the future is the impact of digital and social media on the role of witnessing, 
which would be a way to expand this research. Democracy itself demands further 
examination of witnessing as it “is also a term that requires constant criticism, for wars 
are being conducted in its name, torture is justified in its name, and democracy has 
become a watchword for the most abominable violations of human rights” (Davis 24).  
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Chapter IV 
 
Bosnian Immigrant in Spain: Exploring Hospitality in Lunes en la Calle Slova and 
Bienvenido a Sarajevo, hermano  
!
!
! Having examined the representations of the war period in Bosnia, both narrative 
and visual, in the previous two chapters through the concept of bearing witness, this 
chapter turns to an examination of postwar contact of identities between the Bosnian 
refugees in Spain (specifically in Catalonia), and the Spanish citizens. This chapter 
analyzes two memorialistic17 texts dealing with the subject of the Bosnian refugee, and 
their understanding of the Balkan figure as it appears in contemporary Iberia. The first 
text is a 2011 novel, Lunes en la calle Slova: la mujer bosnia by Erika Bornay. The 
second text studied in this chapter is a 2012 memoir by Slobodan (Boban) Minic, 
Bienvenido a Sarajevo, hermano. These two texts are analyzed through the theoretical 
lens of hospitality as posited by Jacques Derrida in Of Hospitality. Here, the examination 
of the idea of hospitality, and its main players, hosts and guests, who accommodate, 
adapt, assimilate, and push back on their identities to each other through concrete 
demonstrations of solidarity, as will be shown in the remainder of this chapter. In 
addition, the examination of character relations in these primary texts in terms of 
hospitality can help us understand the controversial immigration issues in the 
contemporary Spanish state including how refugees are assimilated into the culture. 
Precisely then, this chapter chooses to examine a text by a Bosnian-born author, Minic, 
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17!I classify these texts as ‘memorialistic’ because of their genres – one being a memoir, 
and the other being a novel of memory that contains a testimony of considerable length.  
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who is the only one in this study not born in Spain. His work is included here in order to 
show the ebb and flow of negotiation of identity when it comes to belonging to a nation, 
or even a nuclear family unit.  
 Lunes en la calle Slova is a novel that takes place primarily in Vall de Baç in the 
year 1999 with a significant portion of the novel being one of the protagonists’ flashback 
to her experience in Bosnia in 1992. The plot deals with a middle aged Spanish woman, 
Mercedes, who suffers from a mid-life crisis of sorts upon leaving the city of Barcelona 
to live with her husband in rural Catalonia where they open a restaurant18. Coincidentally, 
she meets a Bosnian woman, Hasija, who sells traditional Bosnian desserts at the local 
market. Mercedes develops an emotional connection to Hasija, and employs her at the 
restaurant. While living together, Mercedes feels an intense desire to find out what 
happened to Hasija in the Balkan war that turned her into a refugee in Spain. On the 
opposite end, Mercedes suffers from her own loss - that of her mother who abandoned 
her when she was a child. She insists on getting Hasija’s testimony, which he obtains and 
is inserted in the middle of the novel and printed in Italics. Hasija’s testimony reveals that 
she was raped by a Serbian soldier during the siege of Sarajevo. The rape resulted in a 
pregnancy and a son Hasija left in an orphanage before emigrating from Bosnia to Spain. 
During Mercedes’ crisis she “invests” all her money to help Hasija travel back to 
Sarajevo to recuperate her son, at which her husband decides to leave her for Morocco to 
learn how to cook better. Upon Hasija’s return from Sarajevo with her son, Mercedes 
feels content that she was able to provide the two with the opportunity to start a new life 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
18!The Spanish woman and her husband move out Barcelona making a change from 
cosmpolitanism to ruralism.  
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in Spain. Mercedes’ investment to reunite the mother with her child can also be 
interpreted as a type of reparation for the late involvement by Europe and the West.  
 The author of the novel, Erika Bornay, is a professor of art history at the 
Universitat de Barcelona. She is an essayist and the author of several novels focusing on 
the experience of women. The choice of the Bosnian conflict used as the backdrop in the 
novel comes from Bornay’s own shock at watching the press coverage. The impact of 
Nazism taking over in Europe and the fear of what breaking the ‘never again’ promise 
might bring once again inspired her to write Lunes (Sendra 2).  
 The author of the second primary source used in this chapter, Slobodan (Boban) 
Minic, is a journalist and former director of culture and leisure at Radio Sarajevo. In 
1994, he immigrated to Catalonia as a refugee. Minic worked in the recreational center 
and social bar in L’Escala for twelve years. He has given conferences on the war, 
seminars, and journalism classes. He is also an occasional contributor at El Periódico de 
Catalunya19. In his memoir he tells the story of his survival during the thousand days of 
the siege of Sarajevo in which he fought by being active professionally, and symbolically 
fighting with the weapons he had available: the microphone and the word. Minic’s text is 
a testimonial one, explaining the struggles of writing a text that reveals traumatic, and 
often cyclical and stagnant memories. In the prologue, he explains the personal difficulty 
in writing this book having started it “mil veces, pero siempre lo dejaba para cuando 
estuviera más preparado” (Minic 11). Minic’s goal in this memoir is to tell his own 
individual story in the midst of a failure of humanity during the Balkan wars in which he 
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19 He is also the central focus of a 2015 documentary aired on Cadena SER in Spain.  
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claims humanity has not learned anything even after twenty years. Therefore, he claims 
his reason for writing this text is purely selfish. This memoir proves that,  
 […] es fácil comprobar que la humanidad no ha aprendido nada de la tragedia que 
 vivimos en los Balcanes y sigue cometiendo errores parecidos. Por eso vivo con la 
 ilusión  de que, a través de los dramas y las tragedias que habitan en mi memoria, 
 pueda aportar algo a la conciencia colectiva. Ya sé que no es más que una 
 ilusión, y aunque allí se suele decir que de ilusiones no se vive, resulta más 
 optimista aceptar el refrán español y recordar que, por lo menos, se sobrevive. 
 (Minic 11) 
Even though Minic claims his goal in writing is purely selfish, he, in fact, contradicts that 
very statement by stating that he lives under the illusion that his personal experience will 
contribute something to the collective consciousness. His pessimistic claim becomes 
negated when he accepts the Spanish saying about surviving. All Minic does here is 
discursively amend the commonly essentialized trait of Balkan pessimism of not living 
from illusions, but simply surviving. He also reveals to the reader the importance placed 
on narrative as a form of recuperating memory by referring to the dramas and tragedies 
that live in his memory. Throughout the rest of the text, Minic continues to make 
connections with classic works of literature, such as The Odyssey, he tells his story of 
Sarajevo. Through narrative, he can always keep his home with him because his own 
body produces the story, even though that body is now a foreigner in a new place.  
Hospitality 
 For Jacques Derrida, the question of the foreigner is a question of the foreigner, 
addressed to the foreigner. This being-in-question of the foreigner puts me in question at 
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the same time. Derrida continually asks us “What is a foreigner?” He refers to Plato and 
his Foreigner, who is often the one questioning (3). The Foreigner is generally defined 
based on his or her place of birth or bloodline. Belonging to a nation or a family is 
defined on the basis of territorial law or the law of the blood relationship, and foreigner is 
always a foreigner by birth. Therefore, what is “determining,” according to Derrida, in 
the question of the foreigner is the experience of death and mourning, and the burial of 
the traveler in a foreign land (87). The so-called category of “displaced persons” that 
includes exiles, deportees, rootless, nomads, shares two sources of nostalgia – their dead 
and their language (87). Knowing where one’s dead are buried, and having a pilgrimage 
to that place is what constitutes the ethos for defining a home. In addition, the foreigner 
often considers his language, the “mother” tongue, as the ultimate homeland, and even 
their last resting place20. It is as though the language were a remains of belonging – 
something one cannot lose nor rid him or herself of (89). However, since it is the first and 
last condition of belonging, it is also the experience of expropriation, of an irreducible 
exappropriation (Derrida’s emphasis), the “mother” tongue is already “the other’s 
language.” It is a sort of mobile home that is always with us and in that way, immobile, 
from birth to death. Because it always moves with us, it resists all mobility (91).  
 In this chapter, language as home takes center stage, and challenges the ethos in 
general. What can be learned about the Self and the Foreigner through the languages they 
each use and how they adapt and assimilate to and push against each other? What do 
Hasija and Mercedes have in common in Lunes? Can they understand each other better 
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20 Referring back to Chapter 1, this is Goytisolo’s understanding of language, but for him, 
however, language as home remains a curse.  
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       115 
than Mercedes and her husband Xavier even though they do not share the same mother 
tongue? Can Boban Minic express himself through his memoir in Spanish and not in his 
native language? Is giving an account of oneself in a second language an expression of 
one’s foreignness or on an expression of his or her new (im)mobile home? 
 Derrida pushes the question of the foreigner even further with the question of 
“What would a foreign woman be?” (Derrida 73). This is crucial in considering the two 
primary texts analyzed in this chapter, and the issue of immigration in the Spanish state. 
The protagonists of Lunes are women who are forced to face the image of the foreign 
woman directly. In Minic’s text, the narrative centers around a photograph of his sister’s 
wedding, and ultimately, the title Bienvenido a Sarajevo, hermano is in a female voice, 
that of his other sister. The relationship of the foreigner is not a simple relationship of the 
Other who stands outside, but rather one that is regulated by law. Derrida explains the 
insoluble antinomy between the laws and the law of hospitality as, 
 a non-dialectizable antinomy between, on the one hand, The law of unlimited 
 hospitality (to give the new arrival all of one’s home and oneself, to give him or 
 her one’s own, our own, without asking a name or compensation, or the 
 fulfillment of even the smallest condition), and on the other hand, the laws (in the 
 plural), those rights and duties that are always conditioned and conditional, as 
 they are defined by the Greco-Roman tradition and even the Judeo-Christian one 
 […] across the family, civil society, and the State. (77) 
What is implied here is a distinction between the pure law of hospitality and the laws that 
each state imposes on those living within its system, and in particular to those entering 
the system from another one. 
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Derrida distinguishes between absolute hospitality and conditional hospitality; 
absolute hospitality being the kind of unconditional hospitality that in our world we are 
unable to practice, in that it accepts the presence of the Other as is, not as someone who 
has been invited into our home, and must behave according to our rules. This positioning 
is in itself a violence, a symbolic violence that has real repercussions in issues such as 
immigration or social group relations. With this understanding, it is clear that absolute 
hospitality is impossible in our world order, but the realities of constant movement and 
migration calls us to consider what is meant by hospitality. The people of the Iberian 
Peninsula have struggled through centuries with the concepts of hospitality with the 
constant conquering and reconquering of the peninsula. Particularly, tracing back to the 
case of Medieval Iberia and the invasion of the Arabs, and the subsequent reconquest of 
the peninsula that prompted the expulsion of Jews and Muslims in 1492, shows this 
struggle with hospitality in that we always refer to the events as “an invasion” and 
“reconquest,” always implying that the Christians are the possessors of the Iberian space 
and thus always must be the ones to play the role of the host. Everyone else automatically 
takes on the role of the guest such as the Jews who migrated east, some of them to 
Sarajevo. However, the host in this dynamic of impossibility of pure hospitality feels an 
anxiety due to this impossibility, and attempts to reassert, his or her position of the host. 
These concepts come through and are put in question by both Lunes and Bienvenido. 
Both of these texts make the reader question who is really the host and who the guest.  
 The host/guest relationship is also based on an authentic as well as linguistic 
interruption making this relationship a parasitic one. Michel Serres’ explanation of the 
parasite is full of examples of interrupted meals by an outsider. The parasitic relation is 
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the atom of all interactions – humans communicate through interrupting, relating, 
filtering and flowing through the parasitic material or through its linguistic 
representation. Thinking about the subjects depicted in two primary texts in terms of the 
parasite21, we can analyze their foreignness and otherness as something inherent in every 
Self. In the “Invitation” to Derrida’s Of Hospitality, Anne Dufourmantelle characterizes 
language as the most intimate and the most shared thing we have insofar as it governs our 
relationship to the other, and whose law tears us away from a kind of silence. Because to 
this, language becomes barbarism’s accomplice (7) always pitting individuals and 
societies up against one another.  
 In Bienvenido a Sarajevo, hermano, Minic writes about the Jews and their 
wandering throughout history and their use of language in Derrida’s broad sense in that it 
is a home. In describing his friend Vesna, a Jewish woman from Sarajevo with a very 
Slavic name, which allowed her to live in anonymity during the war, he mentions her 
mother’s “return” to Israel, but instead of feeling familiarity, she felt a culture shock and 
suffered during the process of adaptation. Symbolically, the family closed the circle that 
their ancestors began when they left Israel to arrive in Spain, from which they were later 
expulsed. Many of the Sarajevo Jews were the Jews expulsed from Spain, and found in 
Sarajevo an accepting home that allowed them to preserve certain customs, foods, and the 
ladino language. After centuries of persecution, those Sarajevo Jews, according to Minic, 
returned to “the promised land” (Minic 84).  
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21 I will not fully delve into Serres here, however a consideration of the parasitic is 
fruitful for this discussion.  
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 In describing Planeta Sarajevo, an integral part of his memories of the city as a 
self-contained bubble, he simply cannot exclude the story of the Haggadah, the oldest of 
twenty similar books in existence. Its uniqueness lies in its illustration, typically 
forbidden in Jewish tradition. The Haggadah contains stories from the Old Testament, 
and was written around the year 1350. It is believed to have originated somewhere in 
Spain; some have said in Zaragoza while others say it is from Barcelona. Minic points out 
that one page of the book, the coat of arms of Barcelona with four stripes of Kingdom of 
Catalonia and Aragon. Whatever its origin may be, it came from the north of the Iberian 
Peninsula, the heart of the Sephardic community (Minic 44). The story of the Haggadah 
has further been seen as a story of heroism and solidarity among Sarajevans during three 
wars of the twentieth century. People of different religions had hidden and protected the 
book each time, and according to Minic, this cannot be excluded from the story of 
Sarajevo because it represents the “convivencia” and tolerance that the city claims with 
such pride. After describing each of the people that played a part in saving and protecting 
the book during conflicts and crisis, Minic concludes this section of his chapter by 
saying, “es posible que Sarajevo sea la única ciudad donde esta historia llena de fantasía 
podría convertirse en realidad (48). The allusion to fantasy in reference to Sarajevo 
appears as an exception to the law of hospitality. Given that according to derridian theory 
unconditional hospitality is impossible, Minic suggests here that perhaps in Sarajevo, of 
all places, this could exist. Certainly, the years of war demonstrate otherwise, but the city 
still retains an air of fantasy about it, reminiscent of the way medieval Spain and its 
“convivencia” are often invoked. For Sarajevo, wars are just brief, but real, interruptions 
of the flow. 
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Spain and Immigration  
Often driven by a desire to be more “European,” and labeling itself as the 
“policeman of Southern Europe,” keeping North African hoards at bay while (more 
recently) persuading fellow European nations to step up development assistance to those 
same North African countries (Cornelius 334), Spain has long considered itself as the 
geographical, cultural and ideological defense against the Islamic and African invasion. 
The idea of defense against Islam22 contributed to the development of the ideology of 
Spanishness especially during the crisis of 1898 when Spain lost its last remaining 
colonies: Cuba, Puerto Rico, and the Philippines. The idea of Spanishness had to develop 
beyond the conception of geographical space to compensate for a loss of territorial 
possession. 
 In fact, the entire idea of Europe has rested on certain geographical demarcations 
arising from cultural conceptualizations of Europe rather than spatial ones. This was the 
case in the Iberian Peninsula in the Middle Ages with the Christian-Muslim rivalries 
(Murphy 82). In “Relocating Europe,” Alexander Murphy argues that, “dominant 
contemporary political and cultural conceptions of space have roots in Europe’s political 
and economic history” (82). One of the reasons for this was that the Christian-Muslim 
rivalry rested on spaces as religious or symbolic centers and not on land as strategic or 
commercial possession (83). This is not to say that no attempts were made to define the 
physical features that would represent the boundaries of the European continent, but that 
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22 The commonly used expression “No hay moros en la costa” first circulated after the 
expulsion of the Muslims from the Peninsula, emphasizing the success of policing the 
coastal boundaries of Iberia from Islam.  
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       120 
still significantly depended on the political understanding of space. While each attempt 
merely denotes a European interaction with the Other, who does not fit the Christian 
definition of a European, Spain (and Iberia in general) is a space where this struggle 
continues to reappear, and at the same time becomes deconstructed. For Murphy this is 
further enunciated in the 1494 Treaty of Tordesillas between Spain and Portugal, a 
decision over which country had the right to newly discovered and undiscovered lands. 
Understanding space in this manner, which in itself is a Eurocentric one, further breaks 
down the notion of a “Europeanness,” (and consequently “Spanishness”) in a time of 
crisis23.  
This gatekeeper philosophy remains in tact in modern day Europe where the 
southern borders of Spain continue to be monitored more than ever before. On June 19, 
2014, when upon the abdication of King Juan Carlos I, Spain crowned his son as King. 
Felipe VI delivered a proclamation in which he attempted to come back to the idea of 
Spanishness in multiple ways by reminding his people that Spain is, 
 Una nación forjada a lo largo de siglos de historia por el trabajo compartido de 
 millones de personas de todos los lugares de nuestro territorio y sin cuya 
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23!In an attempt to salvage a Spanish national identity during a traumatic time at the end 
of the nineteenth century, the Generation of 98, consisting of writers and philosophers 
including key figures such as Ángel Ganivet, Antonio Machado, Miguel de Unamuno, 
and José Ortega y Gasset among others, represented the idea of Spanishness as that which 
defined itself negatively against Islam, hence causing a deliberate ignoring of the 
existence of cultural diversity on the Peninsula that persisted throughout the previous 
centuries. Needless to say, the imagined community created in part by many of the 
members of the Generation of 98 was based on a significant exclusion of many groups 
living in Spain. It is important to mention that even in the contemporary democratic 
system the issue of exclusion and the idea of what constitutes a Spanish identity remains 
a question as the country deals with an influx of immigrants from Latin America, North 
Africa, and Eastern Europe.!
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 participación no puede entenderse el curso de la humanidad. … A lo largo de 
 estos últimos años, no sin dificultades, hemos convivido en democracia, 
 superando tiempos de tragedia, de silencio y oscuridad… De la misma manera 
 que Europa fue una aspiración de España el pasado, hoy España es Europa y 
 nuestro deber es ayudar a construir una Europa fuerte, unida y solidaria que 
 preserve la cohesión social, afirme su posición en el mundo y consolide su 
 liderazgo en los valores democráticos que compartimos. (Felipe VI 1) 
King Felipe’s speech comes at a crucial point in time for the Spanish nation-state, at the 
height of nationalist movements in Catalonia and the Basque Country. There is an 
observable a need to cling to the old ideology of Spanishness, while maintaining it 
current and fresh, by referring to Spain’s influence on humanity throughout the centuries. 
This contribution to humanity shows an attempt to take back the power of the anti-
colonial discourse in the twenty-first century, and remind the nation of the benefits of 
having been a colonizer. In addition, the King reaffirms Spain’s “Europeanness,” a trait 
that according to him Spain possesses, because of its ability to move forward and lead 
that, as he implies, is principally rooted in the nation’s ability to recover from trauma and 
difficult times evoking the Civil War and the Franco dictatorship characterized by 
silence. The king’s speech reverts back to the greatest hits of the centralizing discourse, 
and serves as a reminder that perhaps there are still loose ends that remain untied despite 
the attempt at a kind of modernized unifying discourse24. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
24 On July 23, 2015, the bust of King Juan Carlos I was removed from the Barcelona City 
Hall, and was not replaced by one of King Felipe VI. This was seen as a reactionary 
action against the central government. 
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For much of Spain’s history, the pattern of migration has primarily been one of 
emigration to countries other European countries such as France and Germany, and Latin 
America. Beginning in the mid-1980s, upon Spain’s entry into the European Community, 
and based on the needs of the newly awakened economic system, Spain started receiving 
an influx of worker immigrants from the so-called Third World countries. Over the last 
couple of decades, the policies on immigration have changed various times, and have 
started to reflect the need for integration of immigrants regarding various social factors. 
The integration duties were taken on by the autonomous governments rather than the 
central national government. The sub-national level became the locus of integration 
policymaking because of the division of tasks established in the system of autonomous 
communities. This means that the national government manages immigration, while sub-
national governments promote the accommodation of immigrants. Regional and local 
governments are responsible for policies regarding integration such as health care, 
education, social assistance, labor and housing (Davis, Andrew 19).  The problematic in 
Spain is that immigration and integration follow relatively divergent ways in that the 
competences of sub-national governments are rather vast and different, and with the 
range of actors participating in policymaking produced a wide range of policies over time 
(Davis, Andrew 13).  
Catalonia’s approach to integration, however, was particularly different because 
of its distinct economic needs, as well as a political ideology that emphasizes the Catalan 
national sentiment. In the previously quoted report, “Immigration and Integration 
Policymaking in Spain,” the authors discuss the importance of the 1993 Catalonia Plan 
for integration of immigrants, “as executed under the rightwing government until late 
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       123 
2003, wove a symbolic banner for multiculturalism and yet still deployed instruments 
promoting the importance of the Catalonian language and culture vis-à-vis immigrant 
integration (24). Catalonia is also an interesting case in integration policymaking because 
it has had cases of self-organization among citizens that have started initiatives and 
networks, and the city of Barcelona was also a pioneer in integration policies upon setting 
up an Advisory Board on Foreign Immigration and Refugees as early as 1986 (25).  
One of these cases of self-organization occurred during the siege of Sarajevo. The 
city of Barcelona, as the Olympic city of 1992, partnered with the 1984 Olympic city of 
Sarajevo to send food and supplies, as well as receive refugees, and organize cultural 
events. Educational student exchanges took place from Sarajevo to Barcelona, and 
students from both cities participated in a pen pal program. The city of Barcelona created 
a symbolic 11th district called Sarajevo, in addition to the ten already existing in the city, 
thus showing its linkage to the city permanently. The Barcelona-Sarajevo Cultural week 
took place in June 1996. In the traditional Fiesta de Gracia, in which the neighbors 
decorate the streets according to a chosen theme, the famous Torrijos Street was turned 
into “Sarajevo.” In Catalonia, there are also streets named after Sarajevo (Zivjelo 
Sarajevo…). Financially, the city of Barcelona was also one of the highest donators to the 
rebuilding of Sarajevo only second to the European Union. The partnership and the 
economic support from one city to the other is what Bornay portrays in the relationship 
between Mercedes and Hasija, and the support Minic received and writes about in 
Bienvenido.  
Given that the two texts analyzed in this chapter take place in Catalonia, they 
reflect the Catalan approach to immigrant integration to a certain extent. This is due to 
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the fact that the Bosnian refugees were seen differently than those from Africa because of 
their refugee of war status, and by also being white Europeans they received much 
sympathy from the Spanish population in general. In fact, the attempted ethnic cleansing 
in Bosnia prompted much reaction in Catalan society, and while it received quite a bit of 
space in the press around the world, the capital city of Catalonia handled its reaction in a 
more specific way, showing its empathy toward the Balkan Other, who is not all that 
different. Within the archives of the largest volume daily newspaper in Catalonia, La 
Vanguardia, hundreds of articles appear published during the war in the 1990s, as well as 
after, mostly analyzing the political climate and often linking it to that of Spain and 
Catalonia.  
 Through textual analysis of a couple of examples we can observe a clear 
investment of the Catalan (and Spanish) public the Bosnian people’s well-being. The 
content of the article “Barcelona se manifiesta con lazos blancos en apoyo al pueblo 
bosnio y contra la agresión de los serbios,” published on July 22, 1995, describes the 
manifestation called “Europa per Bosnia” held at the Sant Jaume square in Barcelona, 
and attended by the president Jordi Pujol and mayor of Barcelona, Pasqual Maragall 
along with José María Mendiluce, the UN High Commissioner for the Refugees of the 
ex-Yugoslavia. The article emphasizes the politicians’ urging for public solidarity and 
economic help for the Bosnian people. The manifestation on the plaza filled with Bosnian 
flags began with a symbolic sounding of the air sirens that precede a bombing. The 
emphasis on solidarity and the fight against fascism is at the core of the article. Quoting 
Mendiluce,  
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 “Nuestro futuro está en Bosnia. Bosnia nos concierne a todos. Luchemos junto al 
 pueblo  bosnio contra el fascismo,” afirmó el eurodiputado. Mendiluce terminó 
 agradeciendo  al pueblo catalán y a sus políticos su presencia y su apoyo al acto. 
 En ese momento se oyeron unos silbidos y Mendiluce dijo: “No silbéis, no todos 
 los políticos son iguales”. Cerró su vivo parlamento con esta palabras: “Senyor 
 president, senyor alcalde, aquesta manifestado dignifica al poblé de Catalunya.” 
 (La Vanguardia 6) 
In this passage, the reader can observe the underlying goals of the article. The first being 
a fight against fascism, a goal that all of Europe must share, but particularly in Catalonia 
the ghost of Franco’s regime is remains and is something that propels this sentiment of 
solidarity for Bosnia. Further on in the text, President Pujol is quoted for denouncing the 
lack of response on the part of the United Nations, and with this the reader can clearly see 
the ethical involvement and the conscience of the Catalan people. The second goal of the 
text is to reaffirm the impact of the Catalan people in this situation in the Balkans by 
thanking them in the Catalan language. In this Spanish language version of the article, 
this phrase is the only one that appears in Catalan.  
 Placed on the same page of that day’s international section is another, somewhat 
shorter, article on President Felipe González’s reaction to the war. The headline reads 
“González teme que la guerra bosnia acapare toda la actividad de la UE,” and presents to 
the reader the diplomatic challenge that Spain will have when it takes the chairmanship of 
the European Union. The tone expresses a sense of urgency in the situation, and shows 
how Spain has the opportunity to be a key player in the resolution of the conflict. 
However, if we read the article against the grain, so to speak, there is an apparent sense of 
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concern for the proper functioning of the EU in the face of other problems regarding 
countries that are actually members of the EU. The verbs “temer” and “acaparar” in the 
same headline also demonstrate a weakness on the part of González, who after all, 
represents the central government in Madrid to the Catalan reader of La Vanguardia. 
Conversely, the article presents the reader with a pseudo-excuse for the lack of action by 
the EU that the article printed next to it on the pages denounces by quoting Catalan 
leaders Pujol and Maragall.  
 In the September 19, 1995 edition of La Vanguradia, the culture section dedicated 
six pages to portraying the Bosnian culture to its Catalan reader. Titled “Qué es Bosnia?” 
the spread aims to explain the rich culture of the Balkan nation that remains relatively 
unknown in the West. I argue here that in this cultural section La Vanguardia not only 
brings visibility to a culture beyond the violence, but also makes direct connections to the 
cultural sentiment within its readership.  
What is particularly interesting in this spread is the focus on the idea of 
‘convivencia,’ that long lost image of cultures living together peacefully in the Iberian 
Penunsula. Convivencia is represented as the ideal that still exists in Bosnia, even with 
the war playing out in the background. Convivencia is explained in the following: 
 [Bosnia] posee una filosofía de la convivencia muy diferente, basada en las 
 tradiciones ancestrales. Bosnia-Herzegovina es un país con una milenaria 
 tradición multicultural, multilinguística, multiétnica y multirreligiosa, un país que 
 paulatinamente iba absorbiendo todas las influencias culturales que al final 
 forjaron su identidad multicolor, su carácter único dentro de Europa. (Zgustovà
 42) 
! !   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!       127 
Therefore, even though the idea of ‘convivencia’ has long been abandoned in societies 
such as today’s Iberia, it continues to thrive in the collective imaginary of the Bosnian 
people such as Minic’s fantasy turned into reality in Planeta Sarajevo. In fact, is 
represented as a place with a unique character in today’s Europe, a place that no longer 
exists anywhere else in Europe, and is under a serious risk of extinction in Bosnia under 
war. This ancient notion of cultural existence is evoked in both of the primary texts 
discussed here. In Bienvenido there is a nostalgic recollection of convivencia in old 
Sarajevo, and the mourning of its lack in Iberia. In Lunes, we see a clear recreation of 
such an idea in Spain where the Muslim and the Christian share a household.  
 
Lunes 
Lunes en la calle Slova presents the reader with the effects of a less-than-euphoric 
liberation from an oppressive fascist regime under Franco. Upon the conclusion of the so-
called Transition to Democracy in Spain (1978-1986), there was a palpable sentiment of 
disillusion, labeled as the period of desencanto with certain failures of the changes that 
came with the change of regime from dictatorship to democracy. Among them is the 
immigration question, which is becoming more and more central in the discussions 
surrounding democracy in the twenty-first century. Particularly in the 1980s, Spain saw 
an influx of immigrants arriving to work in the tourism industry in the Western country 
that had just joined the European Union in 1986. In addition, Spain’s geographic 
proximity to North Africa caused and continues to instigate a fear on behalf of Europe 
against an “Islamization” or “Africanization” of the Old continent. As Wayne Cornelius 
explains, 
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            While it is politically correct in Spain to criticize as extremist the views of other 
 Europeans who warn darkly of the continent’s impending “Islamization” or 
 “Africanization,” there is growing concern, and skepticism, about Spain’s 
 capacity to  absorb large numbers of Arab and African immigrants. In contrast to 
 citizens of other industrialized countries today, Spaniards discount the notion of 
 their country’s national identity is threatened by immigration. However, a 
 multiracial, multicultural society is not seen as a desirable goal, and any 
 immigration policy that would move Spain more quickly in this direction is to be 
 avoided. (Cornelius 333-34) 
There precisely is a tension between inclusion and exclusion that challenges the 
Spanishness of the Spaniards. Considering Bornay’s text we can then understand the use 
of the Bosnian Muslim woman as the representation of the Other that has the ability to 
assimilate and adapt, but at the same time, embodies the ghost of the Islamic invasion. 
Moreover, Hasija is not a simple Oriental Other, she is Zizek’s specter of Balkan arrived 
and settled in Spain. 
            Indeed, Hasija’s presence, even from a distance, induces anxiety in Mercedes. 
Hasija has a disturbing quality; one Mercedes cannot identify nor understand. Her 
appearance stands outside of Mercedes’ worldview. On the one hand, the Bosnian woman 
is intriguing, and on the other, terrifying, and Mercedes cannot help herself but desire to 
find out more about the woman who gives her such an invasive gaze in her own native 
environment. In short, the anxiety stems from the fact that Hasija is white and at the same 
time Muslim. We must not dismiss the significance of the complexity of the Bosnian 
Muslim woman’s layered, marginalized identity. This character raises the reader’s 
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awareness of the question of sexism, Islamophobia, and xenophobia of racialized Balkan 
Otherness.  
 Mercedes’ acceptance of Hasija builds through the use of materiality of food in 
the text. Hasija becomes well known at the local market for her traditional Bosnian 
homemade dessert creations, which she sells at a stand owned by a señor Gaspar, who 
allows her to use his stand in order to obtain more customers himself. Mercedes’ initial 
attraction to Hasija drives her to purchase all the dessert pieces that remained on Hasija’s 
stand. The narrator tells us, “Mercedes se quedó los veinte que había. Tenían aspecto de 
ser muy sabrosos. Los serviría como postre a los clientes” (17).  We can also see that 
Mercedes tests Hasija later on, when she promises to buy more next time if her restaurant 
clients like the desserts. At the same time, it is obvious that she takes an economic risk by 
buying the rest of Hasija’s inventory because of her inexplicable attraction toward 
Hasija’s otherness and the appearance of her pastries. The pastries are the common thread 
that links Hasija and Mercedes, and initiates the process of testimony and working 
through traumatic memories. Apart from benefitting both Hasija and Mercedes 
economically, the act of baking of the pastries has a personal utility for both, as it leads to 
them sharing a home in which Hasija is the one performing most of the domestic duties, 
such as baking, while Mercedes and Xavier are the owners of the home. This is a 
relationship of mutual economic support and dependency in which one cannot succeed 
without the other. The concept of hospitality thus becomes more complicated as the guest 
is the one that maintains the home while the hosts need that guest in order to remain 
hosts, ultimately replicating a parasitic relationship between the two. Michel Serres’ 
understanding of the parasite is replete with examples of meals interrupted by an outsider. 
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The parasitic realtion is the nucleus of all interactions in that humans communicate 
through interrupting, relating, filtering, anda flowing through the parasitic material or 
through its linguistic representation. In thinking about the subjects depicted in this novel 
in terms of the parasite, we are able to analyze their foreigness and otherness as 
something inherent in every Self.  
 Mercedes begins to slowly accept Hasija based on her baking skills, concluding 
that the desserts were well-made, and since they represent something extraordinary for 
her, she decides to approach Hasija and recruit her to help with her and Xavier’s new 
restaurant. Strangely enough, it does not take Mercedes long to convince the Bosnian 
woman to move in with Mercedes and Xavier, and upon her arrival at the house, the gaze 
of the couple dissects the woman. As he helps her move in, Xavier “ayudó a recibir las 
maletas y los bultos. Parecía contento. La apariencia de la mujer extranjera no le 
desagradó en absoluto y confiaba que su ayuda iba a aliviarle mucho el trabajo. El 
acuerdo a que había llegado Mercedes beneficiaba a ambas y a él también, desde luego, 
puesto que al parecer a Hasija le encantaba cocinar y sabía hacerlo bien” (25). The couple 
essentially “adopts” Hasija by having her live with them while working in the kitchen of 
their restaurant, but as is evident, she starts to induce sexual anxiety in both of them. 
Hasija appears comforting on the one hand, in that she cooks and helps the restaurant 
profit, and scary on the other as she poses an uncomfortable factor of sexual attraction on 
the part of both the husband and the wife. There is a trace of an inherent sexism in 
Xavier’s thoughts as he thinks she will relieve the workload significantly. The idea of a 
mutual benefit becomes central as the idea of the Other being involved in an economic 
exchange with the couple. 
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Bornay’s novel not only deals with what it means to face the Other, but it also 
sheds light on the issues of historical memory in Spain. Historian Paloma Aguilar has 
discussed the notion of collective madness in post-Civil War Spain as the only way to 
address and justify the atrocities committed during the fratricidal conflict. She gives a 
general overview of memory and history in Spain, and while much of what she posits has 
been stated and restated by other scholars, she does emphasize the nuances such as 
collective mental illness, for example.  As per her discussion of Spain’s mental ailments 
we can make a direct connection to the rehabilitative proposal that Lunes en la calle 
Slova presents to the reader. In fact, during the Transition, the Spanish Civil War became 
known as “la guerra de los locos,” labeling this period of “collective insanity.” Aguilar 
refers to this discourse as “the mental derangement that affected the Spanish over a 
period of three years” (Aguilar 209). She explains that the implications of this metaphor 
cannot be taken as trivial, and that they do have serious repercussions for Spain today. 
Considering this period of time as an era under the effect of a mental ailment that affected 
the majority of Spanish society changes the way we view responsibility, and as Aguilar 
remind us, in Spain as well as many other countries, “mental derangement” and 
“temporary mental disorders” have traditionally provided immunity from prosecution in 
relation to the matter of guilt (209-10). Obviously, labeling the entire nation as “mad” 
aids in the process of supposed reconciliation or collective forgetting, but as I have 
explained earlier, it does not prevent the ghosts from returning. Therefore, in Bornay’s 
Lunes en la calle Slova, Mercedes, represents this aspect of the Spanish identity, in which 
her melancholia remains uncured and causes her to stagnate personally and socially until 
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she meets the Bosnian woman who conveniently ends up becoming her catalyst for self-
understanding. 
            For Mercedes, the organic need to know the Bosnian woman arises from her 
underlying depressed condition. The third person narrator describes the protagonist as a 
lonely, insecure woman who suffers from an unidentified ailment, and preoccupies 
herself with a sense of inadequacy given that she had not had sexual contact with her 
husband in years, and has begun to feel a strong attraction toward her ballroom dance 
instructor. The reader also obtains a further insight into her insecurities regarding her 
physical appearance and age, which indicate a feminine midlife crisis of sorts rooted in a 
persistent feeling of melancholia. As Mercedes ponders her own reflection in the 
rearview mirror of her car, the narrator shows her close reading her own emotional state:  
 Bajó el espejo del coche y observó su rostro con atención. Tenía una arruga corta 
 y vertical, en el entrecejo y otras más diminutas alrededor de sus ojos amielados. 
 Dejó al cigarillo que colgara entre sus labios y con los dos indices se los estiró 
 hacia los pómulos, mirándose largamente. ‘Podría hacerme un lifting, muchas se 
 lo hacen…’ […] ‘Parezco mayor que mi madre.’” (Bornay 20)  
Realizing she is an aging woman sets off a series of comparisons with Hasija. By facing 
the Other directly, Mercedes is forced to face her melancholic emotional state. 
 In contrast to Mercedes, and even though she is a traumatized refugee, Hasija is 
young, with a physical appearance that has not waned despite the expected wear-and-tear 
of war. Even before the reader finds out that Hasija is a war victim, Mercedes notices her 
unassuming, sublte physical beauty, as something that stands on its own and that reminds 
Mercedes of what she herself has lost, or according to the narrator, had possibly never 
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had. Upon meeting Hasija, Merceds notes: “El silencio de la mujer, que la miraba con 
cierta hostilidad, le permitió observarla por unos momentos. Su pañuelo, recogido por 
detrás de la nuca, dejaba escapar sobre la frente un de pelo negro y brillante. Tenía un 
cutis muy blanco, un punto cerúleo, unos pómulos altos, algo huesudos y unos ojos color 
musgo, graves, tal vez extraños” (Bornay 8). Mercedes’ perception of Hasija’s physical 
appearance comes through a prejudiced lens, as she characterizes her looks as hostile, and 
her eyes as grave, and possibly strange. Moreover, even though Mercedes can recognize 
Hasija’s physical beauty, it is only after “stripping” her of her regionalized attire. She 
notices her shiny black hair escaping from underneath the traditionally tied handkerchief 
on her head. Mercedes recognizes Hasija is beautiful in a Western way underneath the 
layer of “Balkanness” she wears. Hasija’s appearance in itself is a contrast between black 
and white, in that she has black hair, but very white skin, representing to us an image of 
an in-between woman who can be here and there, one of us and one of them, one who can 
be feared by the Westerner but who can also be afraid of the West. Her identity is 
difficult to pinpoint, and is both lost and found in the game of national inclusion and 
exclusion. 
 In thinking about national inclusion and exclusion, a topic that has not diminished 
in controversy in Spain, this novel urges us to ponder the role of language as one of the 
primary factors that comprises the definition of nation. Throughout the novel, Mercedes 
encourages Hasija to learn to speak proper Spanish, and corrects her pronunciation 
frequently: 
 -¡Mercedes! ¿no estarán pinsando prescindir de mí? – y Hasija la miró con los 
 ojos angustiados. 
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 -Hasija, no esto es lo que quería decir y, además, ya no podríamos prescindir de ti. 
 Ya formas parte de nuestra pequeña familia de dos, ahora convertida en tres – y 
 añadió -: ¡Ah! Y a propósito, es “pensando”. ¡Qué manía tienes de cocnvertir la 
 vocal e en i! 
 - Es que hay demasiadas es en el idioma español – protestó Hasija. 
 - No había caído en ello. Pero mira, como existen y para que aprendas, voy a 
 castigarte con un ejercicio: vas a escribir y luego pronunciar cien veces la  palabra 
 preferente. 
 Se miraron y ambas se rieron de nuevo. (Bornay 52) 
In order to belong to the new national group Hasija is not only required to know the 
language, but is also required to have an exemplary knowledge of it. In this passage, 
Mercedes reassures Hasija that she, in fact, is a member of their family, and that the 
family unit could never do without her. Her membership in the group has been 
confirmed, and as an additional step to confirm her belonging, Mercedes takes the 
responsibility upon herself to teach Hasija the proper way to speak Spanish. Her 
linguistic competence in Spanish must be at a level higher than merely communicating. 
She must learn to pronounce the words correctly, or else she will receive an appropriate 
punishment for her failure by writing and pronouncing the word 'preferente' a hundred 
times. Even though Mercedes' tone comes across and humoristic and playful, the 
punishment of repetition is real. In fact, the reader might wonder if in midst of teaching 
Hasija to speak correctly, Mercedes herself even knows how to pronounce Hasija’s name. 
It is not a detail the novel explains, but it is interesting to consider given that the name 
Hasija contains the H sound that is silent in Spanish, and the J that is pronounced as the H 
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in the Slavic languages. In this conversation between the two women we can read a latent 
discourse of integration into Spanish society that is reflected in the implementation of 
integration policies, and is what King Felipe VI pointed to not so long ago in his 
proclamation speech when he stated that the Castilian language is still the official 
language of the Spanish nation-state, while the other minority languages are to be 
considered a cultural patrimony in the same imaginary community. 
 Hasija is subconsciously aware of the discourse of madness around war, as 
posited by Aguilar, when she questions her own sense of belonging, “¿Por qué hago 
dulces turcos en lugar de bosnios? ¿Será que me da miedo que se me haya olvidado cómo 
prepararlos? ¿O quizá miedo a que me traigan demasiados recuerdo?” (33) The 
melancholia within Hasija causes her fear of memory, for which reason she justifies 
preparing Turkish sweets and not Bosnian ones, perhaps because the Bosnian ones 
remind her of a much more recent violent reality than the Turkish ones, even though that 
was also a violent reality in another time that has marked the Balkan region with a violent 
character. Hasija’s circular melancholia comes across through this fear and displacement, 
but is at the same time comforting in the nostalgia feels for the old prewar times. Trauma 
here is not only used to explain Hasija but to also consider the role of the traumatized 
Other in a broader context since Hasija’s inner monologue is always written in italics in 
the novel, marking this as metamemoristic characteristic of Bornay’s text. 
! Since Mercedes also suffers from a personal trauma caused by the abandonment 
of her mother, who labeled her act of leaving the home “un secreto entre mami y su niña” 
(Bornay 39), we can interpret that this secret, or lack of mother, propels Mercedes’ desire 
to insist on obtaining Hasija’s testimony. Upon discovering that Hasija is a mother who 
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abandoned a child in Bosnia, Mercedes again insists on recuperating the child and 
reestablishing the mother-child relationship. This can be interpreted as Mercedes' attempt 
to return to the Lacanian mirror stage, in which there is no separation between the mother 
and the child, and she is hoping to experience a form of perfect unity.   
 However, this is much more complicated for the refugee, as her child is a product 
of rape during the siege of Sarajevo25. Before arriving in Spain, Hasija had left her son in 
an orphanage cutting off all contact with him. Mercedes’ insistence on recuperating the 
child completes the act of recuperation of memory in that the testimony is a form of 
“working through” by means of language, and the child is the material embodiment of 
that memory. By finally accepting the child as her own, Hasija works through the 
material aspect of her traumatic memory, and as a catalyst, so does Mercedes, giving this 
story a neat ending. The benefits Mercedes receives from this act are self-serving and 
exploitative of the Other’s pain, demonstrating her power as a host in this relationship. 
Suddenly, the one who appeared hostile is now a necessary parasite for Mercedes to 
continue functioning.  
 Interestingly enough, Hasija had named her son Ivo before leaving him to the 
orphanage. The act of naming the son prior to giving him away demonstrates Hasija’s 
agency in integrating her son into the Lacanian symbolic order as part of a destroyed 
society. The name Ivo in itself carries important symbolic and ideological significance in 
Althusser's terms in that no Subject is ever outside of ideology, and even the act of 
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25 The rape scene in which Hasija’s son is conceived is narrated explicitly in the section 
of the novel containing her testimony. The novel wants the reader to feel shock and 
discomfort in knowing that he or she will never quite know how that particular trauma 
feels. 
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naming and receiving a name places one into ideology. The name Ivo is a blatant 
reference to the author Ivo Andric, the only Yugoslavian literary Nobel Prize winner, 
whose novel The Bridge on the Drina (1945) is an homage to the bridging of cultures and 
the possibility of “convivencia” on the Balkan Peninsula. By naming the child Ivo, Hasija 
subverts the original intent of the Serb neo-fascist ideology to ethnically cleanse by 
spreading their seed instead of limiting themselves to simply exterminating the ethnic 
Muslims in the region. However, contrary to the intent of becoming a product of ethnic 
cleansing, Ivo carries the name of a symbol of the old Yugoslavia and its 
“convivencia26.”  
 In addition to Ivo bearing this symbolism, he also bears another one, upon his 
arrival in Spain by his mother and Mercedes. The second symbolic meaning contained 
within the figure of the son is the image of the “Sagrada Familia." The plot is then 
connected directly to the city of Barcelona, the home to the physical, architectural 
embodiment of the "Sagrada Familia." After Hasija's trip to Sarajevo to recuperate her 
son, Mercedes and Hasija reunite at the Barcelona Airport as Hasija brings her son to 
Spain: "El abrazo de las dos mujeres fue intenso. Largo y silencioso" (Bornay 141) ... "-
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26 Boban Minic also pays homage to Andric and explains his significance in terms of 
national and religious tensions in the ex – Yugoslavia. He dedicates a long footnote to the 
author explaining how his biography represents the fate of a person in the middle of 
Balkan nationalist storms in that, “primero lo alabaron, después fue atacado y ahora todos 
se apropian de él nuevamente. Los croatas nacionalistas no le perdonaban que, pese a ser 
croata, escribiera en la variante serbia de serbocroata y viviera en Belgrado. Los bosnios 
musulmanes radicales lo atacaban porque él, a pesar de haber nacido en la parte 
musulmana de Bosnia, describía la época del Imperio otomano con tintes oscuros, y por 
tanto le reprochaban que los dejara mal a todos en sus escritos. Los serbios ortodoxos no 
lo aceptaban por completo por su ascendencia católica (104).” Minic further explains that 
even though Andric had died ten years prior to the war and his only nationality having 
been literature, during the war some of the monuments and busts were destroyed. 
Currently, the Nobel Prize winner appears in all three national anthologies (105). 
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Bien, aquí estamos. Ésta es tu obra, mujer tistaruda -dijo Hasija mostrando a Mercedes, 
con la palma de la mano inclinada hacia abajo, al pequeño Ivo" (141).  The women's 
embrace reflects a level of homosocial anxiety and desire in which both represent a 
member of the sacred family complete with a child miraculously born to bring peace and 
harmony. The homosocial anxiety is particularly apparent in Mercedes' anticipation of 
Hasija and Ivo's arrival at the Barcelona airport. For her, "desde el día antes .... esperó 
excitada la llegada de Hasija, pregunándose cuál habría sido su determinación en relación 
con el hijo" (140).  The narration plays with the verb 'excitar' and its double entendre in 
Spanish. Mercedes is not only 'excitada' to see the resolution of Hasija's tragic story, but 
is also 'excitada' by the idea of a creation of a brand new nuclear family unit consisting of 
herself, Hasija and Ivo. 
 With the recreation of the nuclear family, the husband-wife relationship between 
Mercedes and Xavier suffers. The narrator explains, “Además, existía también el 
distanciamiento sexual entre ellos. Él había rechazado su intento de aproximación y por 
su parte no había hecho nada. Y ella… Había aparecido Hasija y ya no había intentado 
más. Pero en la relación entre ambas ni existían connotaciones sexuales” (115). The 
emotional connection, and even codependence, between Mercedes and Hasija reflects a 
relationship loaded with homosocial anxiety. The narrator emphasizes the distancing 
between Mercedes and Xavier, but reminds the reader that the relationship between the 
two women is not sexual, and therefore, cannot be the cause of the distancing between 
the heterosexual couple. We might conclude here that Bornay’s goal in this cheesy 
feminine fiction is to remind the reader that affect between women opens up new 
conditions for hospitality, but instead, what seems to occur is the absorption of the Other 
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for the improvement of one’s own emotional capital even if it comes at a significant loss 
of financial capital.  
 
Bienvenido a Sarajevo, hermano  
 In the second primary text studied in this chapter, the memory-making process is 
analyzed. Boban Minic, a former journalist and Bosnian refugee to Catalonia, gives an 
account of himself in his memoir Bienvenido a Sarajevo, hermano. Minic’s narrative 
explores the position of the subject as both host and guest within one. His struggle 
emanates from losing his Yugoslavian national identity, as it has been erased off the map, 
and the “new” national identities are not his. After immigrating to Catalonia, he begins to 
assimilate and integrate professionally and culturally. Minic has appeared in a publication 
printed by the Ajuntament de Barcelona in 1999 entitled Zivjelo Sarajevo! La ciutat en la 
nostra memoria, in which he introduces himself with a brief essay about his life. The 
2012 memoir expands on this essay as he finds himself finally “ready” to write a longer 
version of his memories. He gives an account of himself through a new form of 
particularity: from a new geographical location and a new linguistic system. The memoir 
begins with a general and broad “history” of the Balkans rooted in medieval legends, and 
eventually describes his own life within Sarajevo and its high society leading up to the 
war. Minic’s narrative grows out of a photograph of his younger sister’s wedding, from 
which he describes each of his friends and family members. The title of the book, 
Bienvenido a Sarajevo, hermano, is a line uttered by his older sister upon his return to 
Sarajevo after the war.  
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 The memoir’s cathartic function comes from the tension of visiting postwar 
Sarajevo while at the same time not disturbing the old memories of it after seeing the 
changes the city has undergone. Minic begins the text by explaining his name(s), 
!!!!!!!!!!!!Me llamo Boban Minic, pero no desde siempre. En la última guerra balcánica 
 entré, y de ella salí, como Slobodan Minic. El nombre venía de sloboda, 
 ‘libertad’, y, el apellido, de un tal Mina, un antepasado que a juzgar por su 
 nombre tenía un carácter explosivo. (El nombre Mina en germánico significa 
 ‘amor’, en persa ‘cielo azul’ y en árabe ‘puerto’… Solo en las lenguas balcánicas 
 mina es una ‘mina’, es decir, un artefacto explosivo). En Cataluña, adonde 
 emigré, no sabían pronunciar mi nombre, así que lo cambié por el sobrenombre 
 Boban, que en realidad no significa nada. A causa de las diferencias en la 
 ortografía, Minic se convirtió en Minic, de modo que un nombre que con un poco 
 de imaginación se podría traducir como Libertad Explosiva, se convirtió en 
 Sinsentido (Boban) y, además, Pequeño (Mini-c). (Minic 13) 
Minic introduces himself to the reader by explaining his original name in and his newly 
adopted one in an anecdotal, humoristic, yet bittersweet, and self-deprecating tone. He 
further explains that this change is not only a product of necessity, but that it is also 
representative of what has happened to his life and his country in the last twenty years; 
they both lost their names. Minic here speaks in terms of ontology in which the name is 
directly constitutive of the essence of being, as he refers to the old Roman proverb 
“Nomen est homen.”  He implies that the destruction of his nation and his own name 
means an ontological breakdown and its necessary reconstruction in a new location. This 
time, the location is Cataluña in which his name had to simplified for the ease of 
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pronunciation in Romance languages. Minic also embraces this ontological reformation 
in the act of writing his memoir in Spanish, after assimilating and learning the language 
upon immigrating to Spain. Minic exemplifies assimilation in that his writing has no trace 
of non-native Spanish, he obviously changed his name, and in this way, performs a new 
identity. 
 We can also understand Minic’s presentation of himself by looking at how giving 
an account of himself as a subject in Judith Butler’s terms. Butler wants us to remember 
that one gives an account of onself to another, meaning that each subject always assumes 
he has an interlocutor or a recipient of her account whether this recipient be real or 
imaginary. It is also crucial to consider the context, or what Butler calls “rhetorical 
context for responsibility,” in which the subject is not only thinking about reconstructing 
itself but also about conversing with the interlocutor (Butler 31). There is a desire in 
recognition when posing a question such as “Who are you?” to the Other and satisfaction 
in receiving or providing a response. Furthermore, one’s identity can remain affirmed 
through Hegelian reciprocal recognition. While we can consider the notion of mirrors in 
reciprocal recognition serves to recognize the Other as well as know that the Other shares 
the same recognition of likeness, we should also consider the “partial blindness” about 
ourselves as an ethical response to this interaction. It might imply a kind of patience 
toward the Other given the shortcomings one experiences when not fully knowing 
oneself, hence always giving an account of oneself beginning in medias res.  
 The “who am I?” question typically receives an answer that explains one’s name. 
Names, as a significant part of identity, are also fictional, created by parents, and 
inevitably, transmit an ideology within them. What can be gained by understanding 
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names as part of fiction, and what implications does that have on understanding the ever-
changing category of identity? According to Peter van Inwagen fictional objects exist and 
they can give us validity of certain inferences involving quantified statements. They exist, 
even though it is nowhere in space and time. Inwagen “distinguishes between a fictional 
object having a property and holding a property in order to account for the fact that even 
though Sherlock Holmes is a detective living in Baker Street, there is no object in space 
and time which is a detective living in Baker Street” (Everett and Hofweber xix). In fact, 
we make believe that that which is represented in an artwork is real. The truth in fiction 
rests in what is said about the objects. We could make a claim that there are no empty 
names because even within fiction they exist in a kind of “fictional plenitude” (Everett 
and Hofweber xiii). When Minic discusses his own name, the name of the Balkan, and 
even when Hasija names Ivo in Bornay’s novel, we are presented with fictional creations 
and symbolic interpretations of those names. However, that does not make their existence 
any less real just because they are not quantifiable or placed in a real life context. Unlike 
Sherlock Holmes or Santa Claus, Boban Minic does exist but his existence refutes the 
sinsentido that is his name because he makes himself real by giving an account of himself 
in the memoir. On the other hand, while Ivo in Lunes does not exist in reality, his 
existence in fictional plenitude makes him an important symbol for subversion of both 
Balkan and Iberian identities.  
 Minic’s transplanted identity depends on his recounting his story before the 
Bosnian war, as well as recounting his own understanding of the major points in Balkan 
history. With a sarcastic tone, he tackles many of the myths and legends in the cultural 
imaginary of the Balkans. By doing this, Minic’s challenges the little beliefs about the 
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origins and history of the different Balkan nations. One of these is that Troy was actually 
located in the region, and that Ulysses was lost in the multitude of the Adriatic islands in 
current day Croatia. Another one of these beliefs would be the negation of Slavic origins. 
He refers to “scientists” and “historians” to whom it occurs to study skeletons to prove 
some of these beliefs.  One such example are scientists in the West that have established 
that the Balkan people are less than fifteen percent of Slavic heritage. He also refers to 
the city of Sarajevo as the “European Jerusalem” and “la segunda pierna del mundo.” 
This belief remains even after the last war. Minic emphasizes the importance of the 
bogomilos of Bosnia, who are the original bearers of the unique Bosnian spirit, that 
according to him, now only lives among those who have emigrated, such as Minic 
himself. He also mentions the fear he has that it will also die out with that group. The 
important thing with these small beliefs is that every group needs to believe something 
extraordinary and special about itself. I would argue here that they all contain a link to 
the West, and oftentimes to Iberia in particular. As an example of this, Minic tells us that, 
“en Montenegro también afirman que en un pueblo costero llamado Ulcinj, no sé cuándo 
ni cómo, fue vendido como esclavo el mismísimo Cervantes” (25). By interjecting the 
phrase “no sé cuándo ni cómo,” Minic points out the absurdity with which these myths 
are sometimes created and believed. As a relatively new Spaniard, he shows the other 
side of perceiving this, as he is most definitely aware of his Spanish speaking audience. It 
is almost as if Minic has a linguistic bubble in which he can express his opinions about 
his Balkan side to an audience that is not entirely Balkan.  
 The structure of the first part of the memoir resembles a zooming in of the map of 
the Balkans. The narration begins with an introduction to the Balkan region, then zooms 
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in to Yugoslavian, then more specifically to Bosnia, and ultimately, most important to 
Minic, the city of Sarajevo, or as he refers to it – “Planeta Sarajevo.” “Planeta Sarajevo” 
is the title of a poem written by a well-known Bosnian writer, Abdulah Sidran, who was 
also a close friend of Minic. The poem is included in the chapter on Sarajevo in Spanish 
translation27. Minic considers the poem as much his own as the poet’s, since Sarajevo is 
his planet as well. The story of this city is one of defense during its siege that was “casi 
medieval” in the 1990s. This was also the city that received the expulsed Jews from 
Spain, and in Minic’s words was “la segunda Toledo” (48). In World War II, the Muslim 
residents protected and hid the Jewish residents in their homes. The city is often 
described in terms of its blindness to nationality and religion, and is seen as a city that 
stands together in solidarity beyond those categories. “Planeta Sarajevo” is a poem that 
warns its audience that there are no winners in war. It is a bubble of hope that is 
periodically destroyed.  
 If Planeta Sarajevo is its own bubble, then why does Minic struggle so much 
when it comes to returning to this planet? “¿Volver o no volver?” is a question he asks 
himself before narrating the three brief trips he took to Sarajevo after the war. He 
concludes the memoir by addressing the question his reader must have been asking 
himself: Will he ever return to live there permanently? Minic states he does not know as 
he is a victim of the incurable Ulysses syndrome – wandering lost among Catalan islands, 
far from Ithaca in every sense, but he does not dream of returning, terrified of what he 
might find there. The idea of what a home is and where he belongs has changed. In 
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27 Minic first saw the poem when some of his Belgian friends came across it in a Brussels 
newspaper, and translated it from French to Catalan.  
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Catalonia he found what he was looking for, a place to live and future for his children 
(Minic 241). For Minic home is clearly a place to plant his roots, a place for coming 
generations. The idea of home is not only reserved for a placed where our dead are laid to 
rest, it is also a place where the future generations will be born.  
 Aside from suffering from the Ulysses syndrome, Minic also mentions suffering 
from what he calls the Little Prince syndrome because he asks himself nearly every day if 
the sheep ate the rose, and if the planet called Sarajevo still exists. Returning poses a risk 
of finding out Sarajevo no longer exists since he never had the opportunity to say 
goodbye, and knows that returning he will not experience the city in real time, but in the 
year he left it. The fear of opening the floodgates of memory is what keeps him from 
returning (242). The idea of home, once again, has changed because of the influence of 
time, and has caused Minic to lose his sense of belonging. Therefore, the change in 
location (now in L’Escala) turns into the new idea home where the old memories can 
remain unmoved and undisturbed. The meaningful detail that brings this out for the 
author is that L’Escala has the same number of inhabitants as the number of those killed 
during the war in Sarajevo – approximately eleven thousand people. It is perhaps an 
illusion or a hallucination that he feels he found all those people he lost twenty years ago 
(242). In the end, he affirms that “hay que aprender a vivir en el limbo” (243). One must 
accept the nostalgia as something inevitable and continue to live peacefully. The 
melancholy and nostalgia of one’s war experiences will not cease to exist, but Minic 
takes the stance that one has to learn to live with them for the sake of the future of his 
children.  
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 Accepting life in limbo also signifies drawing constant comparisons between the 
original home and the new adoptive one. He recognizes this on several occasions 
throughout the memoir: “Quizás sea yo, que busco similitudes, pero desde la ventana de 
mi piso de Sarajevo veía muy bien Bjelasnica (‘Montaña Blanca,’ como se llama el 
monte de mis recuerdos) … Para emigrar de Sarajevo, tuve que subir las colinas de 
Bjelasnica, igual que los republicanos españoles tuvieron que escalar el Canigó para 
alcanzar la libertad” (103). Another coincidence Minic emphasizes is that his current 
neighborhood in L’Escala carries the name Montanya Blanca, which he, of course, calls 
Bjelasnica (103). Linking Sarajevo to Catalonia through these small coincidences 
functions as a form of rhetoric to negotiate the struggle between old and new ideas of 
home.  
 Undoubtedly, Minic’s account becomes crucial for defining himself as a Spaniard 
(Catalan) in the present day. Minic cannot give a full account of himself without 
addressing his stance on Tito, the Communist leader of Yugoslavia during the twentieth 
century. According to Minic, Tito was “un personaje de novela.” He acknowledges Tito’s 
fictionality in historical reality. He was a mythified figure whose public persona became 
the protagonist for many different legends, some even worthy of science fiction tales, 
according to Minic. Indeed, many stories appear surrounding the figure of Tito, many of 
which do not appear in his official biographies, such as the commonly heard one about 
his participation in the Spanish Civil War, which Minic evokes humorously in his 
memoir with the following,  
 Algunos amigos míos de Girona comentaban como un dato contestado que en 
 1937 Tito vivía en Palafrugell. Me enseñaron recortes de periódico y una 
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 entrevista con una vecina ya anciana del pueblo ampurandés, en la que la  señora 
 recordaba a un joven y educado ingeniero, de modales impecables,  que en 1937 se 
 hospedó unos días en su casa. Muchos años después, en la  primera página de un 
 diario, la mujer vio una cara conocida y reconoció a su fugaz inquilino. Se 
 sorprendió mucho, porque el personaje de la fotografía en cuestión era, ni más ni 
 menos, el presidente de Yugoslavia. (35) 
He engages in this conversation about the Tito conspiracy in order to draw more lines 
between his Balkan home and his new Catalan one. What is striking is that, unlike many 
historians, he does not dismiss the possibility of Tito having resided in Spain, but instead 
wonders, “¿Por qué tanto misterio?” (35) And follows it up with an answer stating 
simply, “No lo sé” (35). Minic never admits he believes the story, but he also never say 
he does not.  
In Bienvenido a Sarajevo, Hermano, Boban Minic narrates an anecdote of how he 
discovered the story of origins of the Mediterranean languages, and in this manner 
challenges the question of hospitality, and who is the guest and who the host. Minic 
writes, 
 El otro día en Girona, en una exposición sobre lenguas mediterráneas, me entré de 
 que la escritura no nació en Mesopotamia como se creía, sino en los Balcanes, la 
 tierra de los ilirios, hace 7000 años. Ya no suenan tan ridículas las teorías que 
 afirman que los ilirios, después de la era glacial, se desplazaron con el hielo hacia 
 el norte y fundaron los pueblos nórdicos. Algunas comparaciones de ADN 
 (todavía pocas), parecen confirmarlo. Las misteriosas lápidas de la Bosnia 
 medieval tienen un asombroso parecido con unos antiguos sarcófagos encontrados 
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 en Escandinavia, pero con nada más. […] Algunos hidrónimos que se utilizan en 
 toda Europa, y que tienen su origen en la antigua lengua iliria, les hace pensar que 
 este pueblo habitaba todo el viejo continente antes de la llegada de los nuestros (o, 
 vuestros) antepasados, los indoeuropeos, los cuales, al igual que los pueblos 
 continentales, en su protolengua no tenían palabras relacionadas con el mar. 
 Dentro de poco, por lo que parece, seremos los ilirios, es decir, balcánicos. (26) 
Minic’s narrative voice bases his explanation on scientific fact, or something he had 
recently learned, but without addressing the facts, and instead allows his narrative to 
become constructed around his subjectivity. He makes sure to tell the reader he 
discovered the new knowledge in Girona, Catalonia (his current home) about all 
Mediterranean languages really originating in the Balkans, and connects this information 
directly to the origin of European people. By doing this, his text dismantles the idea of a 
host originating in static localized identity. The line between host and guest is erased in 
this passage where the ancestors are “nuestros (o, vuestros).” The binary categories of 
Ours versus Yours are interchangeable, one and the same, as soon, we will all be 
Balkans. Being a Balkan, everyone is a foreigner, always the Other, and everyone is, at 
the same time, at home.  
 By relating the origin of language to the geographic location of people, Minic’s 
text urges the reader to reconsider what she knows or understands about host and guest 
relations, and who is actually from where, and who belongs where. What’s more, Minic 
justifies his texts reliance on explaining his Balkan past as relevant to the Spanish 
speaking reader because soon everyone will be a Balkan. The interesting change in verb 
tense to the future “seremos” imposes a sense of urgency to understand the Balkan 
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Otherness in more complex terms than simply the savage other constantly engaging in 
violent acts, which sometimes belongs in Europe and other times not, but most of the 
time simply induces anxiety in the “true” European. “Seremos” represents a sort of 
European ethos originating from the ambiguity of the Balkan as it presents language in a 
broad sense as that which resides in a common culture and acts as home to the societies 
of Europe.  
 
Conclusion  
 Throughout this chapter I have examined the concept of hospitality as posited by 
Jacques Derrida in two texts: Lunes en la calle Slova by Erika Bornay and Bienvenido a 
Sarajevo, hermano by Boban Minic. The two texts challenge the notions of host and 
guest, and blur which is which. This is the question of the Foreigner, one who is always 
the Other even within him or herself. The figure of the Foreigner ultimately challenges 
what is generally understood by the notion of ‘home’. As we have seen in this chapter 
focusing on postwar texts about Bosnia, home resides in one’s language, whether it is 
one’s native language that stays within one even after leaving the place of birth, or 
learning a new language in which to give an account of oneself as Hasija and Minic both 
do for their Spanish reader/interlocutor. The second understanding of home by Derrida is 
the place where we lay our dead to rest, and even by that interpretation, the texts used in 
this chapter view home as a collection of memories that should not be disturbed, as some 
things are better untouched.  
 Both texts argue that roots can be replanted, but the original home will still be the 
original in one’s memory. Both also suggest that time is a factor that influences one’s 
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understanding of home and what is Foreign, and whether being an immigrant, one is a 
guest or host. In Hasija’s case, she turns from guest to host in Spain upon reuniting with 
her son, and learning to speak the Spanish language in order to pass it on to him. 
Becoming a host for Hasija meant first having to return to Sarajevo to recuperate her 
child and close that chapter of her life in order to remove the label of hostility assigned to 
her by Mercedes at the beginning. Boban Minic’s memoir reminds us of a similar process 
of becoming a host. He returns to his planet Sarajevo and closes that chapter. Further 
proof of that closure is the memoir in Spanish that shows him as a subject who replanted 
his roots in a new home. With time each Foreigner becomes less foreign.  
 As Derrida explains, unconditional hospitality is impossible, but as I have argued 
in my analysis of these two texts, it is negotiable through interruption. Through 
interruptions such as war, rape, broken marriages, relocation, abandonment, and even 
“collective madness,” the Foreigner is no longer as foreign, as her home is able to travel 
with her body. If we look at these cases of hospitality as part of a cost analysis discourse 
serving as an attempt to deal with the question of the Foreigner, we are left with the 
question: What is a testimony worth? 
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Conclusion 
!
Reimagining Community: Sephardic Jews of Sarajevo and the Question of Transnational 
Memory 
 
 
 While the city of Sarajevo was under siege in 1992 by the Bosnian Serb forces, 
the Jewish community in the city celebrated Sefarad 92 – commemorating five hundred 
years since the loss of their paradise in Spain and relocation to their new home in 
Sarajevo. Needless to say, the irony of the multicultural celebration in the midst of a 
siege points to a resilient way of preserving the culture and memory of the Sephardic 
Jewry through several events of mass violence during the twentieth century including the 
Holocaust and the Bosnian War. The war in Sarajevo officially began on April 6, 1992, 
and only a week before on March 31 in Madrid a commemorative ceremony of the 
expulsion was taking place. I quote from a New York Times article titled “500 Years After 
Expulsion, Spain Reaches Out to Jews”:  
 King Juan Carlos looked back, even thanking "the hospitality of those countries 
 that received those Spaniards who were expelled from their country." But he 
 preferred to look forward, telling Sephardic Jews that their return begins "to fill 
 the vacuum left by your absence," and pledging that "never again will hate and 
 intolerance provoke desolation and exile." (Riding 1) 
The irony of this statement is fairly clear given what was about to occur in Sarajevo and 
what was already occurring in other parts of Yugoslavia.  
 The Jews were expelled from Spain in 1492 and many relocated East, and an 
important center for the Sephardic community was created in Sarajevo. However, as the 
major atrocities of the twentieth century occurred, the number of Sarajevo Jews declined 
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significantly with each event. For instance, at the beginning of 1941, there were twelve to 
thirteen thousand Jews in Sarajevo, and no fewer than 8000 were exterminated by the 
Nazis (Armada 1). The Nazis were not only after the people, but also after their cultural 
patrimony, particularly the Haggadah of Sarajevo, one of the oldest Jewish manuscripts 
from the XIV century that was taken to Sarajevo from Barcelona, which I will discuss 
further on in this presentation. The text survived both wars under the protection of 
Muslim members of the Sarajevo community. Even in 1992, under regular bombings, this 
city prided itself on its strength and solidarity among the Jews, Muslims, and Christians – 
the same convivencia that flourished during the period of the Sefarad in Iberia. We might 
recall the sentiments expressed by David Kamhi quoted in Goytisolo’s Cuaderno de 
Sarajevo who expressed that Spain is the home nation of the Sephardic Jews, demanding 
its help, and ironically, rendering King Juan Carlos’ statements purely ceremonial.  
As a mode of conclusion and an intent to look beyond the scope of the 
dissertation itself, I look at the figure of the Sephardic Jew from Sarajevo, whose 
language is his connection to Spain, a nation that had originally expelled him. I find that 
the contemporary Spanish texts about this group show the need to reevaluate Spain in 
terms of all the Others it has violently excluded from the nation in the past. As George 
Zucker explains, upon joining communities in the Ottoman territories, they “brought with 
them more modem Spanish, from perhaps two, three, or four generations after the 
expulsion edict. This Spanish has not yet been studied sufficiently to be able to specify its 
effect on the language spoken by the Ottoman Sefardim” (Zucker 10). 
I propose to read several layers of intervention regarding the figure of the 
Sephardic Jew: the historiography and its emphasis on the uniqueness of Sarajevo as a 
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center of that community, the politics surrounding the field of Sephardic Studies, the 
understanding of multiple genocides affecting this population, and their representation in 
contemporary Spanish literature through the work of author Clara Usón. I argue for a 
multi-layered approach to understanding transnational iterations of memory that moves 
beyond simple borrowings as has been suggested by Rothberg’s multidirectional memory 
and Sznaider and Levy’s cosmopolitan memory, with the central questions being “what 
drives transnational memory? Who are these actors and what are their strategies?” 
 As you may have gleaned from my brief example at the beginning, the actors are 
everyone from Spaniards, Bosnians to the King himself, and their rhetoric is based on a 
certain kind of memory-making that ultimately makes the rhetoric itself, a rhetoric rooted 
in hospitality. I intend to push this idea a bit further with Astrid Erll’s concept of 
travelling memory, which is perhaps more useful here as she takes travel as the focal 
point of all memory work given that travel is as old as humanity, and people’s movement 
allows us to be carriers of memory across borders. Erll explains that, “Carriers of 
memory are the individuals who share in collective images and narratives of the past, 
who practice mnemonic rituals, display an inherited habitus, and can draw on repertoires 
of explicit and implicit knowledge” (Erll 12). Her understanding of people as carriers 
implicitly embeds her concept into a discourse of hospitality in which memories are 
carried from host to host.  
In this back and forth of past and present, the use of old texts such as the 
Haggadah in the contemporary moment leads us to ask how transnational memory 
works, and not just to what end. Clara Usón, who has written about the recent Yugoslav 
conflict, has written a short account about the Haggadah explaining that the text probably 
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finds its beginnings “allá por el año 1350,” esa Haggadah procede de España, del antiguo 
Reino de Aragón, probablemente del barrio judío, o call, de mi ciudad, Barcelona (1).” 
Erll’s travelling memory has a special focus on media as that which aids in memory-
making, or remediation, the transcription of information from one medium to another. Let 
us not forget that a book is a form of medium that travels, demonstrating memory that has 
evolved from orality to writing to print, even though contemporary memory scholars 
seem to privilege film and the Internet as the acts of remediation that can transgress 
borders. Usón’s choice to narrate her story of the Haggadah serves to remind us that 
transnational memory does not assume borders are unimportant or unnecessary. In fact, 
they are real and physical, and even though they have changed over the years, the 
contemporary narrative of Usón’s interpretation works on a double level: to continue a 
certain memory of the book post-Yugoslav war and to rather self-consciously present us 
with a thesis about the actors and strategies of a travelling memory.  
Usón tells of the three moments of attempted cleansing through the life of the 
book, and its multiple burials and exhumations. Unlike the human body, the book, whose 
title means “narration,” personified with the lived experience of several generations of 
Jews and Muslims is able to tell us the story of ethnic cleansing and resistance not 
contained within its pages. Usón’s own remediation of these events frames the question 
of transnational memory in terms of the limitations of nation and inheritance; of what it 
can and cannot provide us, and the strategies we use to belong to a nation, and to 
strategically step out of it as well. Right after the expulsion,  
 en 1497, cuando ese infame invento español, la Santa Inquisición, se propagó a 
 este reino, manos precavidas la enterraron para salvarla de los autos de fe. Años 
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 después fue exhumada de entre las raíces de un olivo y vendida a una familia 
 judía, la cual se la llevaría a Roma o a Venecia; la suerte la acompañó en el 
 exilio” … “No pudo encontrar mejor destino, Sarajevo, la pequeña Jerusalén, era 
 una ciudad multiétnica en la que convivían las tres religiones del Libro, la 
 cristiana (católicos croatas y ortodoxos serbios), la musulmana y también la judía, 
 pues a mediados del sXVI se asentaron en ella numerosos judíos sefarditas 
 expulsados de España. (1) 
She not only criticizes the Inquisition in “este reino” pointing to the place where she is 
writing and her own belonging. (Note she has already told us Barcelona is her city.) 
While the author’s voice clearly tells us she is a woman from Barcelona, living in layers 
of history of an empire that had that “infame invento español,” she also refers to the 
Haggadah on numerous occasions as “nuestra Haggadah” while for example building 
narrative suspense and asking us “y nuestra Haggadah?” and later emphasizing “nuestra 
Haggadah sobrevivió.” The possessive obviously establishes a relationship between the 
narrative voice and her audience on a textual level, but it also allows us to see what all 
the author understands as “nuestra.” It appears to be the city, the nation, and the book that 
now lives on the other side of the continent. In the relationship between the local and the 
global, there is an informing between the strata to which Levy and Sznaider alluded with 
cosmopolitan memory where the global informs the local such as the Holocaust being 
used as a model for the study and practice of memory globally. Usón’s own narrative 
provides a nuance to this as the Haggadah creates its ecosystem in which the local and 
the global are two sides of the same coin inhabiting the same space.  
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 Coinciding with the rule of Suleiman the Magnificent, the Sefardim arrived in the 
Western Balkans in Sarajevo which in the sixteenth century had its highest period of 
ascension and flowering (Nezirovic) in contrast to this period in Iberia. We know of the 
Sephardic experience because of the comprehensive work done by linguist Muhamed 
Nezirovic, who is often referred to as the leading scholar of Bosnian Sephardic studies 
even though he was Muslim. His groundbreaking volume Jevrejsko-Spanjolska 
Knjizevnost (Judeo-Spanish Literature) was published only a few weeks before the 
breakout of the war in Sarajevo in 1992. With this coincidental timing, we have another 
book and product of remediation in jeopardy as the war interrupts its life on the academic 
market. The main stock of the publication was destroyed in the war, but Stephen 
Schwartz saved about fifty copies of it that can now be found at various archives. We see 
the book targeted once again, which is an attempt to block memory making, but also 
constitutes an act of memory in that the book attains an even more important symbolic 
value. Nezirovic was also the ambassador to Spain during the war, where we once again 
are able to trace a trading of places and carriers. (And to insert myself here, as another 
carrier perhaps, I located a copy of his text in the Spanish National Library and read it 
there.) Clara Usón reminds us that the Haggadah was supposed to travel back to Madrid 
during the commemoration ceremony I referred to at the beginning but the city of Madrid 
was unable to afford its insurance in taking it out of the warzone at a price of seven 
million dollars. Spain did not reach out to Jews at any price but it did host Nezirovic, the 
Muslim diplomat who knew the Jews very well.  
 Returning to Usón’s tale of the Haggadah, we are taken to World War II, and find 
out about another miraculous moment of the book in which,  
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 el director y el custodio del museo, el musulmán Dervis Korkut, urdieron un plan 
 para poner el libro a salvo. Esa misma noche, el intrépido Korkut desafió la 
 luna traicionera y las patrullas alemanas y, campo a través, con la Haggadah 
 oculta entre sus ropas, se la llevó a una aldea, en la falda de la montaña de 
 Bjelasnica, y con la ayuda del imán la enterró bajo el suelo de la mezquita. 
 O eso dice la tradición. (1) 
We can extrapolate that ‘saving the book’ is an important act, perhaps a strategy, for the 
carriers, to make memory. It also illustrates that convivencia not only exists in the Balkan 
now but that it thrives in moments of interruption like war. Burying the book in the floor 
of the mosque of a village, at least according to traditional narrative, or the memory that 
is maintained alive, does not present convivencia as an ideal where borders and barriers 
do not exist, but rather, it is in spite of those very clearly marked delineations between 
Muslims, Jews and Christians that the conditions for hosting the book become possible.   
 In part the reason this convivencia worked well during the moments of 
interruption was because, as Muhamed Nezirovic explains, because the idea of a ghetto is 
very western and does not apply to Sephardic Jews in Sarajevo. They lived all over the 
city but remained connected: “[T]he Bosnian Sephardim have a saying illustrating this 
attitude and desire of theirs for living together, alongside one another: al kazalito medio 
blahito28, that is, a Jew who lives in the country is already half-Christian. This bespeaks 
the fact that he who lives alone, is distanced from his community, nation, and faith 
(Nezirovic 1).” The paradoxical hiding place for the book outside the city during the 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
28!The word "Vlach" is of Germanic origin, an early loanword into Proto-Slavic from 
Germanic Walhaz ("foreigner" or "stranger") and used by ancient Germanic peoples for 
their Romance-speaking and (Romanized) Celtic neighbors. 
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Holocaust demonstrates that placing the book in a place that is ‘medio blahito’ is 
strategically useful for the preservation of memory, as it was carried to the location of the 
strangers who live in the mountains.  
Finally, during the most recent siege of Sarajevo, Usón narrates the story of two 
Bosnian Muslim policemen who helped Enver Imamovic on a suicide mission dodge 
bombs and mortars, running through the city toward the museum to save the book. One 
of the policemen helped break through the lock and “con el manuscrito protegido por sus 
cuerpos salieron de nuevo al exterior y otra vez sortearon balas, bombas, morteros, hasta 
depositar la Haggadah en la bóveda blindada del banco central. Y así fue como un 
puñado de bosnios musulmanes arriesgaron sus vidas por un libro judío (1).” Again.  
I insert this question of transnational memory, which, as we must remember, does 
not erase national borders, nor does it intend to do so, the academic question of outlining 
a legitimate field of Sephardic Studies much in the same way the field of memory studies 
is attempting to find its place beyond the fixity of sites of memory. Sometimes a single 
actor and his strategy stands out such as renowned historian Muhamed Nezirovic who 
was one of the leading researchers on the history of the Sephardic Jews in the former 
Yugoslavia. Stephen Schwartz (Center for Islamic Pluralism) claimed that his position in 
Sarajevo was also ideally suited to be “the seed of a vision” because the city itself has 
had the experience of being scarred by an intolerance similar to the one that led to the 
Holocaust. The University of Sarajevo, which was once famous for graduating important 
scholars and professionals throughout the Muslim world, is now in a rebuilding phase. 
Commenting on the tendency to build museums (and other monuments) in order to 
commemorate atrocity, Schwartz insists on paying more attention instead to building a 
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center for the field of Sephardic studies, suggesting the university of Sarajevo in 
reconstruction and Nezirovic as its chair. This suggestion is telling of an early impulse 
toward what now scholars of memory are calling the third phase of memory studies post-
sites.   
In the conclusion of her narrative, Usón gives us her own theory of memory 
which goes beyond metaphor and methodological nationalism. She states that, “a 
diferencia de otros objetos y artefactos construidos por el hombre, que son perecederos, 
los libros nunca mueren, renacen cada vez que alguien los abre, pasa sus páginas, lee: El 
hambriento será bien acogido y se le dará de comer, al sediento se le calmará la sed… 
(1)” Since books never die and can be reborn with each touch, they are actors in the 
network of transnational memory that needs to consider the layers of production that 
travel across borders. Instead of understanding transnational memory as that which 
ignores national borders or denies them, it in fact, as is evident from this case study that it 
reaffirms their existence, posing further considerations for how we look at current 
migration crises which are also very much based on the reaffirmation of national borders.  
This will perhaps help us move beyond the Holocaust as the model for global memory. 
We might also look at artifacts such as the Haggadah as a kind of vital organ to the city 
of Sarajevo without which the discourse of convivencia and an idealistic hospitality 
would cease to exist given that the museum which hosts it has closed permanently 
because of financial reasons, but the book remains inside. The rejection of the proposal to 
remove the book for a certain period of time, and to take it to the Metropolitan Museum 
of Art in New York City 
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pathologizing discourse of hospitality that I have demonstrated throughout this 
dissertation.  
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